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CHRIST 
Interior of 


CHURCH 
GREENWICH. CONNECTICUT 
Christ Church Oncawnisy's Orrice 
August 1, 1956. 
Mr. M. P. Moller, Jr., President 


M. P. Moller, Inc. 
Hagerstown, Maryland 


Dear Mr. Moller: 


It is a pleasure to report the satisfaction of 
us all at Christ Church with the splendid instrument 
you have built for us. In this active parish with a 
membership of over 4,000, two large choirs, and a heavy 


schedule, the organ has measured up in every way. 


I should like to add my own appreciation of 
the excellent servicing given us by your efficient and 
obliging organization. 


Wishing you continued success, 


Faithfully yours, 


eo laude DVvane/ 


Claude Means, 
Organist and Choirmaster. 
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Orgelectra... 





first only 
~ Key-Action Current 


| Designed and Engineered 
Specifically for pipe organ use 


Orgelectra’s famous automatic voltage 

regulation assures an organ of always 
| getting the proper voltage for the proper 
| amperage—d5 pounds of accurately con- 
trolled voltage. Due to this marvelous 
| invention your organ can neither get 
too much voltage nor too little; it will 
always receive the proper voltage for the 
proper amperage. Ask your reputable 
organ technician for your free Orgelectra 
booklet. 
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It is with a deep sense of personal loss that 
the Directors of the Aeolian-Skinner Organ 
Company must record the passing of G. Don- 
ald Harrison. Of his many friends, those will 
feel the loss most poignantly who worked with 
him and who knew his endearing personal 
qualities at first hand. Under his Presidency, 
the traditionally fine skills which had dis- 
tinguished the Company for a generation were 
applied to expanded concepts of tonal design. 


But his lasting bequest to the art will evolve 
in a projection of his own creative approach 
and a fresh appraisal of the organ builder’s 
calling. To secure this wish, he designated a 
successor. 


The Directors are therefore proud to an- 
nounce as President and Tonal Director, 
Joseph S. Whiteford, to whom the Company’s 
artistic policies, broadening horizons and in- 
dustrial preeminence in recent years owe so 
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Rebuilding an Organ 


Charles W. McManis 


ECEIPT of a contract to re- 
R design the 1927 E. M. Skinner 

organ in Christ Church Cran- 
brook, Bloomfield Hills, Michigan, 
brought with it the vaguely uncom- 
fortable feeling that we had just been 
commissioned to ''gild the lily." Ex- 
amination, however, revealed that the 
lily was blighted by conditions no self- 
respecting lily should have to bear. 

Stuck in deep holes in the wall, 
away from sunlight and everything 
else, it needed chlorophyll, not gilt, 
and a place to spread its bloom. 
Acoustical sponges kept the plant so 
dry and scrawny that it seemed almost 
non-existent to worshipers beyond the 
third bay of the nave. So, after 
shrugging off the "gilt complex," the 
gardeners set to work to bring the 
lily out into the open, giving it bright- 
ness, color and sturdiness without de- 
stroying (they hope) the typical fra- 
grance. 

First, the problem of the walls— 
then the holes in the wall. Christ 
Church is 67 feet high, 27 feet wide 
and nearly a city block long. Sidewall 
surfaces are broken up by side aisle 
arches below, and large clerestory 
windows above. Architect Goodhue, 
far ahead of the current epidemic 
of acoustical hush-hush, specified high- 
ly absorbent acoustical plaster for all 
surfaces of nave and chancel above 
the side aisle arches. Result: NO 
reverberation — poor congregational 
participation—clergy, choir and or- 
gan scarcely audible in the two or 
three rear bays of the nave — PA 
system difficult to adjust. An organ 
ideally placed in a building with these 
characteristics would have been ren- 
dered ineffective. 

Typical of what was being done in 
the 1920's, space provided for the 
organ was, and is, anything but ideal. 
The main chamber is located in the 
tower at the clerestory level, quite 
a distance from choristers, since the 
tower joins the nave at the transept 
position. Swell and Choir are stacked 
against the back wall of the tower 
fully as far from the tone opening as 
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Charles W. McManis 


the nave is wide. Great originally 
was installed about seven feet back 
from the tone opening in a sort of 
corridor, comparatively narrow, con- 
necting the wider tower with the nave 
tone opening. Solo division, complete 
with Tuba Mirabilis, was located above 
the Sacristy and had a small tone 
opening in the upper portion of one 
of the Chancel arches (hardly an ideal 
location for the bombastic section of 
an organ—and hardly an ideal section 
for accompaniment of choirs). 

A study of the acoustics of the 
building and organ placement makes 
one wonder if the architect had an 
aversion to organ music or just didn't 
realize that sound, like light, does not 
bend around corners and, lacking 
proper projection, that it must be 
transmitted by diffusion and reflection 
from the hard surfaces in the building. 
The thoroughly efficient acoustical 
plaster absorbed all the high frequen- 
cies on the first bounce, most of the 
low frequencies on the second, and 
swallowed everything on the third 
bounce. 

Organ Committee and Vestry co- 
operated in correction of excess ab- 
sorption, and most of the acoustical 
plaster was sized with a new plastic- 
base liquid recommended by the 





acoustic consulting firm of Bolt, Beran- 
ek and Newman, of Cambridge, Mas- 
sachusetts. The sealing action was 
quite good and the arrival of reverber- 
ation most welcome. 

The original stoplist was typical of 
the period: lots of mellow open and 
harmonic flutes, narrow-scale high-cut 
strings, high-pressure diapasons of 
suppressed harmonic development but 
not of excessive scale, quiet imitative 
reeds, sonorous chorus reeds, and ex- 
tremely mild upperwork. Chief dif- 
ficulties with this set-up were the lack 
of adequate choral accompaniment 
in the Chancel, and the propensity of 
the full organ to ‘mutter in its beard." 


CHARLES W. McMANIS ORGAN 
COMPANY 

Christ Church Cranbrook 
Bloomfield Hills, Michigan 
Organist: Dr. Maurice Garabrant 
Re-dedication: April 29, 1956 
Recitalist: Claire Coci 


V-55. R-66. S-60. B-12. P-4093 
*__revoiced ranks 
x—new ranks 
TOWER PEDAL: V-6. R-8. S-13. B-6. 
(3” flues; 8 1/2” and 10” reeds) 
16 *Diapason 44m 
Sub Bass 32w 
(Bourdon-S) 
xContre Viol 12m 
8 (Diapason) 
(Bourdon-S} 
(Cello-L) 
4 *Octave 32m 
il *Mixture 96m (I 1/3’) 
16 Bombarde 32mr 
(Contrafagotto-S) 
8 *Trumpet 44mr 
4 (Trumpet) 
CHANCEL PEDAL: S-2. B-2. 
16 (Gemshorn-S} 
8 (Geigen-S) 
TOWER GREAT 3”: V-7. R-I1. S-8. 
B-1. 
16 xQuintaton 6lm 
8 *Principal 61m 
xRohrgedeckt 61m 
(Cello-L) 
= *Octave 6Im 
*Flute Ouverte 6lm 
2 xBlockfloete 6I1m 
IV xMixture 220m (I 1/3’) 
TOWER SWELL 5 1/2”: V-15. R-I8. 
S-15. 
16 Bourdon 73w 
8 Diapason 73m 
Gedeckt 73w 
Flauto Dolce 73m 
Flute Celeste 6Im 
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Salicional 73m 
Voix Celeste 73m 


4 Octave 73m 
Flute Triangulaire 73w 

2 xDoublette 61m 

IV xScharf 244m (2/3’) 

16 xContrafagotto 73mr 

8 xTrompette 73mr 
Flugel Horn 73mr 

o *Clarion 73mr 
Tremulant 


CHANCEL SWELL 4”: V-6. R-8. S-7. 

B-I. 

8 xGeigen 73m 
xGemshorn 73m-|6’ 
xGemshorn Celeste 61m 

= xKoppelfloete 73m 

2 *Flageolot 61m 

xMixture 183m (1’} 

8 English Horn 73mr (7 1/2”) 
Tremulani 

POSITIV (V) 2”: V-3. R-3. S-4. Bel. 

(Pipework exposed in Chancel) 


II 


8 xRohrfloete 61m 
(Gemshorn-S) - 

4 xPrincipal 61m 

2 xOctave 6lm 


TOWER CHOIR 4”: V-11. R-II. S-13. 

8 xGedeckt 73m 
Cello 73m 
Cello Celeste 73m 
Dulciana 73m 
Unda Maris 6lm 

“ xSpitzfloete 73m 

2 2/3 xNazard 6lm 

2 *Principal 61m 

1 3/5 xTierce 6lm 

8 Clarinet 73mr 
xVox Humana 73mr 
Harp 
Celesta 
Tremulant 


TOWER SOLO (L) 7 1/2”: V-6. R-6. 
v4 


8 Orchestral Flute 73w 
Cello 73m 
Cello Celeste 61m 

s xRohrquintade 73m 
Tuba Mirabilis (en chamade in 

case) 73mr (10”) 

French Horn 73mr 
Tremulant 

Couplers 26: 

Ped.: G. S-8-4. C. L-8-4. 

Gt.: S-16-8-4. C-16-8-4. L-16-8-4. 

Sw.: S-16-4. 

Ch.: S-16-8-4. C-16-4. L. 

So.: G. L-16-4. 

Combons 38: P5. G5. $6. C5. LS. 
Tower Tutti-4. Chancel Tutti-4. Entire 
Organ Tutti-4. 

Cancels |: Entire Organ. 

Reversibles 8: GP. SP-8-4. CP. LP-8- 
4. SG. SC. 

Ensembles |: Full Organ 

Crescendos 4: S. C. L. Register. 
(Solo shoe controls Chancel Swell) 

Onoroffs 4: Pedal combons on manu- 
al combons: G. S. C. L. 

Triplicates 2: Tower Swell—Both 
Swells—Chancel Swell. Positiv—Choir 
and Positiv—Choir. (Three-position 
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switches in key cheeks). 
Blower: 7 1/2 h.p. Orgoblo 
Action-Current: Orgelectra 





Claire Coci 


Bach, Dm Toccata and Fugue 

Mozart, F Andante; Fm Fantasie and 
Fugue 

Franck, Bm Choral 

Maekelberghe, Flandria 

Monnikendam, Chorale; Toccata 

Weitz, Dm Symphony 


The object in redesigning the organ 
was to augment the 1927 sonorities 
with ensemble elements required in 
1956 (also 1856 and 1756) for the per- 
formance of organ literature. No at- 
tempt was made to "'neo-classify'’ the 
organ, although it now includes en- 
semble characteristics common to well- 
designed instruments throughout or- 
gan building history. The practical 
steps were these: 

The Solo division was removed from 
the Chancel chamber to the tower and 
placed alongside the Choir under the 
Swell, and a new Chancel Swell division 
installed in the old chamber. A beau- 
tifully carved but sound-resistant grille 
was removed from the Chancel tone 
opening, and a 3-stop Positiv divis’on 
mounted on the canopy in front of 
the arch. This exposed group of 183 
pipes, voiced gently on 2” pressure, 
is nearly as telling in the building as the 
full Great because of its location. 

The buried Great was exhumed and 
moved bodily to the front of the tone 
opening, its offsets rearranged so as 
not to interfere with egress. Large 
Pedal ranks were rearranged to make 
less of an obstacle course for divisions 
against the back wall. The old Pedal 
Open Wood at 16’ and 8’, was omitted 
in favor of the old Great metal Diapa- 
son 16’ (omitting the fat 16’ wood 
pipes from the tower chamber with 
block and tackle involved a bit of en- 


gineering). A new Quintaton 16’ re- 
places the former Great Diapason 16’. 
The old Ist Diapason 8’, as a result of 
the fruit basket upset, ended up as the 
Pedal Octave 4’, and the 2nd Diapa- 
son was revoiced as Great Principal 
8’. Also susceptible to revoicing on 
low pressure were the Great Octove 4’, 
and harmonic Flute Ouverte 4’. The 
original Claribel Flute bowed out to a 
large scale but gentle Rohrgedeckt. 
The old I5th, 2’, was revoiced and 
sent to the Choir as Principal 2’, with 
a large scale tapered Blockfloete taking 
its place. A new Mixture IlI-IV re- 
places the Ist Diapason on the Great 
chest. Pedal Mixture III is a rehash 
of the old Swell Mixture. 

All Swell reeds (before changes) 
were themes and variations on a 
French Horn. Whether that was the 
original concept or the result of sub- 
sequent tunings is a question. A large 
scale Double Trumpet 16’, appearing 
also as a Pedal Waldhorn 16’, was 
almost identical in sound to the Cor- 
nopean 8’. The Flugel Horn was a 
gentler horse of the same hue. Re- 
organization of Swell reeds included 
substitution of a new narrow scale 
Contrafagotto 16’ for the Double 
Trumpet, a mild Trompette in place of 
the Cornopean, and revoicing of the 
Cornopean as a Clarion 4’ replacing 
the Vox Humana which, in turn, jump- 
ed down to the Choir where it could 
be more useful. 

The new Scharf IV replaced a mild 
Swell mixture which sounded more like 
a 4’ coupler than a compound stop. 
Its main function within the Swell it- 
self is a topping for the reed chorus. 
When coupled to Great it served also 
as a topping for the combined flue 
choruses, with or without reeds. Dou- 
blette 2’ was added to act as liaison 
between the four-footers and Scharf. 
The high pressure (5 1/2”) of this 
division prevented as effective revoic- 
ing of fluework as had been possible in 
the Great where the pressure original- 
ly had been 7 1/2” but was lowered 
to 3”. Pedal fluework pressures were 
lowered approximately the same 
amount. (Voicers' note: A Diapason 
or Principal can have almost double 
the harmonic richness and solid body 
on low pressure as on high—same scale, 
same cut-up, but somewhat different 
relationship of lips and languid). 

Alterations and additions to the 
Choir division brought solo mutations 
and a minor ensemble. Addition of 
Nazard and Tierce required replace- 
ment of the Concert Flute 8’ (open 
and harmonic) with a stopped rank 
whose natural harmonic content in- 
cludes the 2 2/3’ and | 3/5’ pitches. 
Called simply Gedeckt, it could have 
had a fancier name like Quintade, Cor 
de Nuit, or Nachthorn. Gedeckt 
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Dr. Maurice Garabrant 


means ‘covered.’ The pipes are 
covered, and that covers that! The 
new Spitzfloete 4’ replaces another har- 
monic flute 4” and does double duty 
as flute in a Cornet-type combination 
or as semi-Principal in a small ensemble 
combination. The old Nazard was 
small scale, gemshorny, quite nice in 
itself, as an 8’ perhaps, but had too 
much harmonic development for an 
off-unison rank. 

Consequently it was relegated to 
the Chancel Swell as Flageolot 2’ and 
replaced by a large scale tapered Na- 
zard in the Choir. No 2-foot was 
present in the old Choir division, but 
the revoiced fugitive from the Great 
became a bright Principal 2’. The 
new Tierce is a mild, small scale cylin- 
drical rank with no taper. The old 
Clarinet was brightened as much as 
musicality would permit; Vox Humana 
transplant from the Swell was made 
as open-throated as possible for use as 
a one-finger solo line with or without 
assorted elements of the Cornet ranks 
i.e., stopped 8’, 4’, 2 2/3’, 2’ (if you 
ike) and | 3/5’ (with tremulant if you 
aren't allergic to lushness). The Unda 
Maris had been tuned ‘‘unda" but was 
retuned “ovah." 

When the Solo was removed to the 
tower the English Horn remained be- 
hind for the Chancel Swell and a 
Rohrquintade 4’ took its place, the 
thought being that its combination with 
the Orchestral Flute 8’, would provide 
a sprightly sound not found elsewhere 
in the organ. Solo Strings were re- 
voiced to give a maximum of punch 
from their new, more remote position 
in the tower. French Horn remains 
mild but with a little more push than 
was necessary when speaking from the 
Sacristy attic. Tuba Mirabilis is mount- 
ed horizontally, unenclosed, with its 
muzzles aimed at the tone opening. 
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So far it has shattered no glass or 
eardrums. 

Pedal reeds were joined by the old 
Great Tromba, which formerly was lo- 
cated in the Choir box, as Pedal Trum- 
pet 8’ and 4’. These high pressure 
fellows are better for French works 
than for ditties of J. S. B. Definitive 
flue voices were lacking in the original 
Pedal section—hence the addition of 
the Contra Viol 16’, with 8’ extension 
from the Solo, and the 16’ extension 
of the Chancel Gemshorn. 

Lacking in the manuals, also, was 
any connecting link between thin scale 
strings and fat Diapasons. Addition 
of the Chancel Swell Gemshorns and 
Geigen, with their medium scales, 
helped to bridge that gap. Unen- 
closed Great and exposed Positiv (un- 
encumbered by couplers) are most use- 
ful for antiphonal passages in works of 
You-Know-Who and the Pre-You-Know- 
Whos. 

Whether or not the redesigning job 
is @ success depends upon the point of 
view. For those whose preference is 
for nothing but sweet bland sounds, the 
job is probably a failure. For those 
who take their neo-classicism straight, 
the organ is probably too bombastic. 
For those who come to the instrument 
with their ears and minds open and 
know how to combine ensemble ingre- 
dients, the work should seem at least 
mildly successful. Perhaps the touch- 
stone is the instrument's effectiveness 
in services of worship. 

Whereas services were formerly life- 
less and remote, they now have vitality 
and color. Hymn singing has become 
a genuine act of worship instead of 
something painful to be endured. The 
ability of the organ to lead without 
oppressing, combined with cooperation 
of the acoustics, has made worshipers 
in the rear half of the church partici- 


pants rather than spectators behind a 
sonic barrier. Improvement of acousti- 
cal conditions has even changed the 
PA system from a ‘lo-fi’ to a “hi-fi.” 

The great pitfall in playing a rede- 
signed instrument of this type is that, 
although the new ensembles are com- 
plete without use of super and/or in- 
ter-manual couplers, the tendency of 
organists is to couple excessively. Time 
was when a progressive organist had 
to use super couplers, and all manner 
of trick inter-manual coupling, to 
achieve a semblance of brilliance and 
color. After years of reliance on these 
ensemble crutches organists find it 
difficult to realize that they no longer 
are crippled and can throw away these 
props (they need not throw them so 
far they aren't available for certain 
slightly-less-than-classic massed-string 
effects). The idea seems incredible in 
this day of large organs and "gob lot" 
registrations, but four stops (compris- 
ing seven or eight ranks) on a single 
manual can produce cohesive, more 
thrilling ensemble tone than 30 or 40 
ranks coupled at 8’ and 4’ from several 
manuals. 

One problem arises from the fact 
that our progressive "'4’ coupler or- 
ganists" have been conditioned to the 
"ensemble" unbalance of initially-too- 
much 8’ tone doubled at 4’ pitch. The 
purity of uncoupled, well-balanced en- 
semble tone doesn't give them the 
quantity of sheer noise they have be- 
come accustomed to. Auditor's note: 
organists seem to like to roar better 
than congregations — audiences, it 
would seem, like to be roared at. So, 
the progressive organist who considers 
himself a friend of the neo-ensemble 
movement can be its worst enemy, 
forcing the organ to shriek instead of 
scintillate. 

How often when an organist ob- 
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The Console 


Three-stage toggle switches on Swell and 
Choir left key cheeks are described in the 
stoplist. 
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from Baldwin 
America’s first famaly in music 





a superb new organ 
...Baldwin Model 5A 


To the Baldwin Model 5, for more than 8 years the 
most wanted of all electronic organs for church use, 
Baldwin now adds outstanding new features, creating a 
comprehensive new instrument, the Baldwin Model 5A. 


STOPS 
GREAT NEW Swell to Great 16’ 
16’ Bourdon Swell to Great 8’ 
8’ Open Diapason NEW Swell to Great 4’ 
NEW 8’ Flute SWELL 
8’ Dulciana 8’ Violin Di 
NEW 3’ Tuba 3 Me in lapason 
a Onnve opped Flute 
8’ Salicional 
NEW 4’ Rohr Flute a eco 
NEW 2’ Fifteenth 9’ bona . 
arinet 
PEDAL 8’ French Horn 
16’ Open Diapason NEW 8’ Orchestral Oboe 
16’ Dulciana 8’ Vox Humana 
16’ Bourdon NEW 4’ Orchestral Flute 
8’ Cello 4’ Salicet 
8’ Flute NEW 4’ Clarion 
NEW 8’ Principal NEW 2’ Flautino 
COUPLERS VIBRATOS 
NEW 8’ Swell to 8’ Pedal NEW Light, Medium and Full 
8’ Great to 8’ Pedal MANUALS 
NEW Swell to Swell 4’ Swell and Great, 61 keys each. 
EXPRESSION 
NEW separate expression pedals for each I with ial 





& 


switch to control pedal tones from desired manual. 
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PEDALS 
32 note, concave, radial, detachable—built to standard specifications. 


ACCESSORIES 
Tone Color Variant ¢ Main-Full Echo Switch ¢ Operating Pilot Light ¢ Pedal Light 
AMPLIFICATION SYSTEM 


NEW—Provision is made in the console for two channel amplifica- 
tion—with manual tones amplified separately from pedal tones. 


The BALDWIN Piano Company, Organ Division 
Department AO-96, Cincinnati 2, Ohio 
0 Send information on New Baldwin Model 5A 
CO) Send information on other Electronic organs built by Baldwin 
0 Send information on Baldwin’s unique Manufacturer-Customer 
Finance Plan 


ORGANIZATION 





| 
| 





ADDRESS 





l CITY a __ZONE__ STATE 








The New Positiv 


This view of the Gospel side of the 
Chance! shows the console at far left, Positiv 
division center, and: a portion of the exqui- 
site mural covering: the side and end walls 

of the Sanctuary from floor to ceiling. 


serves a mezzo forte marking on a 
score does he automatically reach for 
the Swell to Great 8’ and Choir to 
Great 8’ couplers. If the marking is 
forte, all the 4’ couplers. Fortissimo, 
register crescendo pedal for ff to fff, 
the so-called Sforzando? Yet a well 
designed organ of even moderate size 
has an almost infinite supply of "full 
organ" combinations available to the 
imaginative “registrar (to coin a 
phrase). A Mozart tutti should not be 
identical to a Bach tutti, and most 
certainly neither of them should "toot" 
like a Franck tutti. 

Perhaps if organists were forced to 
return temporarily to "the good old 
days" in Europe when tracker pallets 
were kept small to reduce key resis- 
tance, thereby restricting registration 
to the use of not more than half the 
stops of any one division at one time, 
they might learn how few stops are 
actually required to achieve a given 
ensemble resonance. How long would 
a cook last who dumped a little of 
everything from the pantry and spice 
box into every dish served? Yet a 
large percentage of American organ- 
ists use a comparable method of regis- 
tration, and the eager but frustrated 
auditor in the pew listens in vain for 
recognizable individual tone qualities. 








Crame Coc 
i ee Ee 


Private lessons for select advanced pupils, coaching 
for concert work; organ practice facilities available. 


| 175 West 72nd Street. New York 23, N. Y. 


Head of Organ, Dalcroze School of Music, David Mannes Music School, New York 
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What he gets usually sounds like boiled 
cabbage a-la-mode. 

Let's be imaginative. Let's come up 
with some registrations that vary not 
only in decibel count but in texture 
and color. Mr. Dale Carnegie failed 
to mention it, but that's one good way 
organists can make friends of the 
people they influence. 

TAO is grateful to Mr. McManis for giving 
© generously of his thoughts and reasons be- 
hind the rebuilding of this organ. Christ 
Church Cranbrook is one of the most beauti- 
ful churches anywhere, and set in an equally 
magnificient surrounding. Stylistic architectur- 
al attention to detail, beauty of furnishings in 


the church, crypt chapels and parish house, 
otter a richness seldom encountered in this 
country. The Editor. 
e 
BASS NOTE 


Another hidden maestro of a West End cinema has 
retired. He is Eric Spruce of the Empire, Leicester Square, 
who takes over as landlord of a public house in Blackwater, 
near Camberley (Surrey). Is organ playing good training 
for pulling a beer-pump handle? It helps, apparently. The 
action of hauling out a stop-knob is useful in a pub. And, 
indeed, the pressing of a stop-tab helps with the cash 
register. There won't be much music (and no film 
premieres) at Blackwater—'‘‘but I hope to import a small 
electric organ to practise on,” says Mr. Spruce, absent- 
mindedly looking round his bar for a bottle of Double 
Diapason. 

London Evening News 


new 


CHRISTMAS 
octavo 


A BABE IS BORN Moe 


ANGELS TO THE SHEPHERDS SAY Kozinski 

THE BIRDS PRAISE THE ADVENT OF THE SAVIOUR Molzer (25¢) 
HOSANA NOW THROUGH ADVENT Moschetti 

LET US HASTEN TO THE MANGER Kozinski 

LULLABY, JESU Gordon 

SLEEP, THOU BLESSED CHILD Gordon 

STAR IN THE EAST Setting by Read (25¢) 

WHAT TENDER NEWS YE BRING Kozinski 

WISE MEN MAY BRING THEIR LEARNING Lynn 


All of the above SATB sacred octavo selections 
are available from your music dealer or directly 
from the publisher. (Price: 20¢ each unless other- 
wise specified.) 





THEODORE PRESSER COMPANY 


Bryn Mawr, Pennsylvania 
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The World’s Largest And Greatest Electronic Organ 















Allen Organ Company takes great pleasure in announcing High fidelity “tape” recordings of this new Allen four- 
a new, four-manual Allen Organ which features the most manual organ will be made available at no cost to any 
complete selection of stops ever planned in the electronic chapter of the American Guild of Organists when re- 


quested on chapter letterheads, and at reasonable cost to 


organ field. Its performance is only limited by the cre- 
all others. 


ative imagination of the organist! 
All of the refinements that have made Allen the symbol 


This new four-manual organ is approaching completion. : ie ; ; ; : A . 
‘ of quality in electronic organs await your inspection in 


Tonal desig voicing and adjustments will ge guided ; . ee 
onal design, final voicing and adjustments will 8° Bt this new instrument. The invitation for you to see, hear 
by Lawrence I. Phelps, well known organ architect, and play this organ is genuine . . . a sincere wish that you 


As the news begins to circulate, the Allen Organ Company might discover its true majesty -for yourself. The re- 


would like to emphasize that the invitation to see, heat cordings, of course, will be available to those who find it 


mconvenient to inspect the new organ in person at the 


and play the new four-manual applies to organists through- 
Allen Organ Company showrooms. 


out the nation and the world. 


Because the Allen Organ offers traditional tonalities elec- 
tronically, especially with the expanded facilities and flexi- (len: oy ans 
bility of this new four-manual instrument, new recording 


techniques can be effectively utilized to eliminate “dead 


spots” and facilitate proper pickup of bass notes. This The Symbol of Quality in Electronic Organs Since 1940 
method will overcome previous difficulties experienced in ALLEN ORGAN COMPANY, INC. 
recording these low notes. 2915 Locust Street ° Macungie, Pennsylvania 
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Notes On Bach 


Gilman Chane 


Now a staff member of WEWS-TV in Cleveland, Gil- 
man Chase was graduated from Oberlin Conservatory in 
1937, was organist and choirmaster from 1938 to 1946 in 
the First Unitarian Church of Chicago, and instructor at 
the Meadville Theological Seminary of the University of 
Chicago. He is the composer of several published an- 
thems and organ transcriptions, now has in manuscript 
form a Suite of Organ Abstractions, several groups of 
songs and choral works. In future issues Mr. Chase will 
be noted as staff reviewer of organ music and of books. 


THE AMERICAN ORGANIST takes 
great pleasure in presenting in serial form a pre-publication work 
of merit and scholarliness. The information and the author's view- 
points may not agree with those of some readers, but we think that 
is all to the good. This chapter, and those to follow in subsequent 
months, concern the music of the master whose compositions are the 
base upon which all thinking organists' foundation must necessarily 
be laid. The Editor. 


PRELUDE 


Music owes as much to Bach 
as a religion to its founder 


— SCHUMANN 


ORE than two hundred years have passed since 
MM Johann Sebastian Bach died in Leipzig, July 28, 
1750, at 8:45 PM, and memorials to commemorate 
this important date in 1950 presented extensive concerts of 
the great man’s music. Since scarcely one percent of these 
performances, although given and directed by musicians 
of notable reputations, revealed more than a hazy outline 
of Bach's intentions as practiced in his own day, it seems an 
opportune time to gather together and explain clearly many 
known (but now unpracticed) facts concerning the correct 
manner of performance, as we have them from many 18th- 
century writers, in order that our present-day conceptions 
may achieve an authentic realization of those scores. 

The facts are to be drawn from the varied comments 
and writings of Bach’s contemporaries, many of whom he 
greatly admired; facts which most educated musicians are 
somewhat familiar with, but because of erroneous con- 
ventions which exist among performers today these in- 
structions are ignored for fear of professional criticism. 
To play Bach’s music according to known 18th century 
conventions does put performers in the light for strong, 
biased criticism by the uninformed; for we are still very 
much under the yoke of the 19th century German Romantic 
school of Beethoven and Mendelssohn, whose imaginative 
misconceptions of Bach and Handel have come down to us 
via Czerny and others. These men did not have access 
to the 18th century writings which we know today, and 
so they conceived the Bach scores in terms of the romanticism 
of their day. As a result a good deal of courage and effort 
is required to throw off these false yokes in order to play 
18th century music as it was intended to be performed. 

Donald Tovey has put the matter clearly in his Preface 
to the Oxford edition of the 48 Preludes and Fugues 
(1924): 

“The facts nowadays ascertainable about Bach's style leave 
no excuse for bacing ‘instructive editions’ on the habits and 
traditions of pianists, however eminent, who have neglected 
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Gilman Chase 


or failed to ascertain these facts. Self-assertive inde- 
pendence is little, if at all, better than the mass of tra- 
ditional Bach-playing which dates from a time when the 
clavichord and harpsichord were forgotten, while on the 
other hand the pianoforte had not yet attained its own 
proper ween .. . Czerny’s edition of the Well-Tempered 
Keyboard is based on his notes on Beethoven's playing. 
Hence its enormous prestige. Its text is as worthless as a 
Shakespeare edited by Garrick; and as to its marks of ex- 
pression Beethoven would have been the first to protest 
against the idea of imposing his inevitably crude guesses 
upon generations of students who can get from any com- 
petent choral society a daily experience of Bach’s musical 
language in that vast field of vocal work which Beethoven 
knew only as a dim legend.” 

In a similar vein the distinguished composer and critic, 
Virgil Thomson, has this to say: 

“The Bach revival of the 1830's, which Mendelssohn and 
Schumann fathered, translated this music into all the idioms 
of contemporary executant style, using Tourte bows for the 
orchestral suites and violin pieces, gigantic organs and 
choruses for the religious works, pianos for the domestic 
keyboard music, and employing a constant crescendo and 
diminuendo within all phrases, as was considered necessary 
at that time for true expression.” 

Further, Frederick Dorian’s The History of Music in 
Performance states emphatically: 

“Facing the task of interpreting the Baroque masters, 
it is necessary to forget all about all vague formulas of a 
hypothetical tradition and to return to the original scores 
and all available documents.” 

Albert Schweitzer’s important book J. S. Bach helped to 
break down some of the dull approaches to Bach's counter- 
point by revealing the inherent realism of his thematic ma- 
terials; but Schweitzer, like other distinguished writers, 
ignores, or is unable to incorporate 18th century practices 
into his playing. The result is an inaccurate picture of the 
music, quite distorted by his faithful adherence to black 
notes on white paper, rather than the employment of facts 
centainly known to him. His recordings of some of the 
Bach organ pieces show that his conceptions are rhythmically 
quite false from 18th century standards of performance, 
and he plays the ornaments as most players do, inaccurately, 
in spite of his scholarship in this field. The probable ex- 
planation of this apparent incongruity lies in the fact that 
he was thoroughly trained in the 19th century “tradition” 
by Widor and others, and he has been content to further 
these inaccurate ways in his performances. I do not mean 
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to disparage the splendid pioneer work that Schweitzer has 
accomplished in Bach research, but rather to point out the 
disappointing fact that performances by even such ac- 
knowledged scholars are often quite inaccurate in many 
authentic values. 

The theorem upon which this discussion of Bach and 
18th century musical performance is based can be simply 
stated: Bach was not an innovator, he was a builder and 
perfector of established forms and practices. His majestic 
compositions are all the perfecting of previously conceived 
forms and styles. In fact Bach might justly be labeled a 
reactionary figure of his day, for the majority of his music 
was contrapuntally conceived in an age when homophony 
ruled—witness the enormous popularity of Italian operas 
and instrumental music, to which Handel succumbed and by 
which he became a leading name both in England and on 
the Continent. 

True, Bach wrote in certain established Italian forms of 
homophonic composition—the Italian Concerto, a few arias 
and adagios—but the majority of his works remained faith- 
ful to the contrapuntal ideals of his past. Even such 
naturally homophonic mediums as the unaccompanied Son- 
atas and Partitas for solo stringed instruments turn out to 
be polyphonic gems. He was unwilling to confine himself 
to a homophonic structure, even when he was writing music 
for unaccompanied soloists. Almost every one of his arias 
contain much contrapuntal writing (vide the “Agnus Dei” 
from the Mass in B minor), even though this form of com- 
position has always been considered basically a homophonic 
medium. 

The forms he used in his composing were not original 
with him but were established patterns which he molded 
with his genius into monuments of grandeur and passion. 
The German Mass, the Passion music, the Chorale Preludes, 
the Passacaglia, the Keyboard Suites, the Well-Tempered 
Keyboard, none of these forms of composition was original 
with him. Think also of his indebtedness to such men as 
Frescobaldi and Buxtehude in matters of rhythmic figures 
and harmonic progressions. 

The musical ornaments Bach used were standard equip- 
ment of composers and performers of his day. He added 
no new material in the field of melodic elaboration, al- 
though he did in some instances (the Chromatic Fantasia 
in particular; the second movement of the Italian Concerto; 
the organ Fantasia in G minor) break away from the usual 
practice by writing out many ornamented passages which 
others would have indicated by means of musical shorthand. 
For this he was severely criticized by his contemporaries, 
who wanted freedom to elaborate upon the basic melody 
according to their own taste. Even Equal Temperament, 
although Bach has been credited with bringing it about via 
the Well-Tempered Keyboard, had been experimented with 
long before him. Bach brought this matter to a head and 
made its incorporation more universal and secure. He is 
the point of culmination of a long period of contrapuntal 
approach in music composition, just as Beethoven culminates 
the sonata progression built up by C. P. E. Bach, Haydn, 
and Mozart. 

Once it is clear that Bach was not an innovator but an 
inspired elaborator of established traditions in music, it 
logically follows that he was in tune with the customary 
performance conventions of his age. His performances 
were probably more profound than those of most others, 
but unquestionably he acceded to the conventions of per- 
formance that were commonly practiced in his day. Many 
of the instructions of Bach’s friend, Johann Quantz, are 
basic in formulating an accurate picture of 18th century 
performance standards. Other postulates have been drawn 
from the actual music of Bach, and from the instructions 
of composers whom he admired: Frescobaldi and Couperin 
in particular. It has seemed wise to me in considering the 
instructions of Philipp Emanuel Bach, not to accept whole- 
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heartedly his practices as completely applicable to the music 
of his father, and consequently his Versuch euber die wahre 
Art das Clavier zu spielen (1753) is quoted as authority 
only when his instructions and advice agree with those of 
such men as Quantz and Couperin. 


Equally vital has been the task of cutting through the 
false traditions and conventions of Bach-playing handed 
to us from 19th century musicians. This paring away of 
their coatings of lush enamel has been largely accomplished 
by Albert Schweitzer and Arnold Dolmetsch. Unhappily 
the efforts of these men remain unheeded by the great ma- 
jority of performers today. In music, 19th century pre- 
cepts still rule our approach to 18th century music. We 
continue to overlook the plain fact that 19th century 
musicologists and performers possessed but scanty knowledge 
of the customs prevailing in Bach’s day. Many present 
sources of valuable information were unknown to Czerny, 
Schumann, and Mendelssohn. Schweitzer opened the door, 
and Dolmetsch has shown us much of the panorama. Now 
we must capture the true scene in our performances. 

The practical application of known facts is often quite 
a difficult matter to bring about. One can nod assent to 
the clear and generally precise instructions of such men as 
Johann Quantz and Francois Couperin—and Sebastian Bach 
himself—and then very casually go about the business of 
playing with no thought to the tonal application of their 
advice and wishes. Most educated musicians are familiar 
with Albert Schweitzer’s J. S. Bach, and they still continue 
to perform Bach's music as though the good Doctor's book 
were non-existent. 

Arnold Dolmetsch’s The Interpretation of the Music of 
the XVII & XVIII Centuries lists many pages of 18th cen- 
tury instructions that clarify most performance matters. 
These are accepted by performers in theory only; they are 
completely ignored once the reader closes the book and 
takes to his instrument. Theory and practice are worlds 
apart! 

A pertinent example of this contention can be clearly 
illustrated by referring to Frescobaldi’s interesting Preface 
which serves as an introduction to his book of organ pieces 
titled Fiori Musicali. Here the composer is quite explicit 
in his instructions—would that Sebastian Bach had written 
even one such preface! However, the chances are that Bach 
would be ignored just as Frescobaldi has been for many 
years. In his Preface we are told specifically that “the be- 
ginnings of the Toccatas should be played Adagio and Ar- 
peggiando.” He also recommends generous use of tempo 
rubato. Unfortunately the Toccata beginnings are not 
marked with arpeggio signs in the score and consequently 
our literal-minded performers today do not observe the 
composer's instructions. 

Bach wrote down instructions for the correct performance 
of his ornaments, and still his music is almost universally 
performed with obsessive contrariness of his wishes. We 
can honestly say that Bach’s music, and that of his con- 
temporaries, is so inaccurately played in the 20th century 
as to be barely recognizable were he to listen to most any 
performance today. This situation is deplorable and in- 
excusable, yet it is furthered day by day in the conceptions 
of our leading performers and conductors. A truly false 
tradition binds them to such performance standards and 
they appear to lack the courage to correct this. Many de- 
votedly consider Bach the Father of music, and yet they 
know him not. 


The next instalment of Gilman Chase’s Notes on Bach will deal 
with Rhythms. 
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EDITORIALLY YOURS 


They Abo a 


AST June, a young girl with exceptional talent, in- 

herent musicality, and a great potential was chosen 

winner of the AGO national competition in organ 
playing, which is held at each biennial convention. While 
awards and other recognitions she received were little 
more than a fraction of the amount necessary to accom- 
plish the continued study prerequisite to a possible recital 
career, the incentive of winning, and the awards, were 
stimuli not to be ignored. 

However, it occurs to me that the eleven other con- 
testants were left with nothing else than the experience 
of having won regional contests, and readied themselves 
for the national event. The requirements, disciplines and 
hard work involved in all this have a definite value; but 
what happens to those who did not win? Presumably they 
returned to the relative obscurity from whence they came. 
Many of us hope fervently they will profit by their ex- 
perience, and use it as a bath of fire which cleanses, and 
spurs on with even greater determination to accomplish 
a goal. 

There is ample cause for regret that all entrants in 
these national competitions are not provided for in a 
positive way by the organization sponsoring the event. 
We may safely assume that each performer capable of 
participating in the national competition has a certain 
amount of the ingredients of which the recital career 
potential is made. 

Yet only the merest token of support and assistance is 
given these young people. 

Any musician who has embarked on a recital career is 
painfully aware of the vicious circle contained in the initial 
stages of getting started. It's really quite simple: recital 
bookings are almost impossible to come by, for the un- 
known. Yet only by playing recitals does one become 
known. Without sponsor subsidy in some form or amount 
it is well nigh impossible to achieve wide recognition. 

This dismal picture could be made noticeably brighter 
if the AGO, from chapter through state and regional to 
national level, would formulate and activate a program 
designed to foster logically the recital growth of national 
competition contestants trom the musical adolescence 
phase of student competition to the higher plane of per- 
formance maturity which can be gained only by continued 
study and an ample backlog of many recitals played. 

Such a program is possible and at relatively small cost. 
National competition players should be promoted actively 
by those regions from which they came. Recitals and 
more recitals for chapters should be arranged. | believe 
the average young person at this stage of the game would 
welcome this opportunity at an ‘expenses only" level, for 
the experience gained from repeated performances. Be- 
cause lack of distances involved when this action is confined 
to the regional area, the chapter financial burden would 
not be severe. 

AGO, nationally, could contribute valuably toward such 
enterprize by financial assistance, to make possible more 
performances by these young people at state and regional 
conventions, and the annual mid-winter conclave. 

AGO, at all levels, has an obligation to help in every 
way possible the young organist who may well prove to 
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be the mature, first line, top notch artist of tomorrow. 

As a matter of fact, were these young players heard 
more frequently (even to the exclusion of more seasoned 
organists), the organ recital would be a vastly more musi- 
cally vital force than is all too frequently noted today. 
There are too many bored performances of hackneyed 
literature being foisted upon listeners—and altogether 
too much personality abysmally dominating music. 

The organ profession will do itself an invaluable service 
when it stops making noise, and starts making music. It 
is past time we had done with the frosting on the cake 
and got down fo the red meat essentials of what music 
really is. The King of Instruments deserves a far better 
break than it often gets. 





Pipes and Glass Book Ends 


Photography by Ernest White 


FLOR PEETERS 


The distinguished organist of the Metropolitan Cathedral 
in Malines, Belgium, returns for his fifth American tour 
in October and November. His first recital will be pre- 
sented in Kresge Auditorium at Massachusetts Institute 
of Technology in Cambridge, Massachusetts, and will be 
played on the recently installed Holtkamp organ. _The 
program will feature a portion of Peeter's "Missa Festiva, 
in which he will be assisted by the Cecilia Society of 
Boston. 
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THE NEW raymonpn 


CAPTURE TYPE 
COMBINATION ACTION 


ray 
a: 





Pas 
Ryn t 8 
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which functions without the use SB 3" 
of piston operating switches ae 4° SS 


(Fig. 2) below 


| 


The above RAYMOND-manufactured remote control capture type combination action 
with 27 pistons operating switches wired to the setter mechanism for 67 stops is an improve- 


ment over the R—R combination action invented by CHESTER A. RAYMOND in 1950. 


THE NEW RAYMOND 
<_— CAPTURE TYPE 


COMBINATION ACTION 





The photo above (Fig. 2) illustrates the tremendous saving in space, material and cost 
as compared to the combination action shown in Fig. |, with the piston operating switches. 
The most recent RAYMOND CAPTURE TYPE COMBINATION ACTION — pithout piston 
operating switches — was developed in 1954 and 1955 and a patent on the basic principle and 


associated action is pending. 


This New Raymond capture type combination action will be available in the near future. 


CHESTER A. RAYMOND » PIPE ORGAN BUILDER » PRINCETON, W. J. 
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Spinet, two- mafual and three-manual 
electronic organs. Save hundreds 
of dollars with our easy-to- 
assemble kits. Designed to sound and 
look like a pipe organ. 


Send $1.00 for 
“Organ Builders 
Manual."’ Full 
plans for home, 


church and 
concert models. 
Includes parts 
Catalog. 








ee Cen ee ewe ARTS 
ept. 
4878 Eagle Rock Blvd. » Los Angeles 41, Calif. 








Ten YEARS for Ten DOLLARS 


A professor writes, "If | had had this book 
during the past fifteen years I've directed 
choirs and played the organ, | most 
certainly would be ten years younger than 
| am now." GUIDEPOSTS FOR THE 
CHURCH MUSICIAN by Paul Swarm and 
Val Jayne has also been called everything 
from "the most significant encyclopedia of 
church music" to "a godsend." In appre- 
ciation to those who have waited so 
patiently we are offering the first 500 
copies of our second edition with many 
corrections, improvements and additions 
at the original (1949} price of $10. After- 
ward the price of the new edition will be 
$15. If you'd like to save $5 on the pur- 
chase of this practical manual-workbook, 
send your $10 check to Bruce Hamilton, 
Educational Director, Church Music Found- 
ation, Box 7, Decatur, Ill. 
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John Finley Wil Vilianson, Pres. 
ALEXANDER McCURDY, Head of Organ Department 


TRAINING ORGANISTS AND 
CHORAL CONDUCTORS 


For the Church, Civic Chorus, 
School and College 


PRINCETON, NEW JERSEY He 











a new | 
practice organ... 


striking contemporary design 

incomparable performance 

unmatched construction 
ANALYSIS 


16 ft. Quintaton 
8 ft. Rohrfléte 
11 rnk. Mixture 


MANUAL NO. 1 


16 ft. Quintaton 

& ft. Quintadena 
Rohrflote 

4 ft. Quintadena 
Rohrflote 

2 2/3 ft. Nazat 
2 ft. Quintflite 
11 rnk. Mixture (19-22) 


MANUAL NO. 2 


8 ft. Quintaton 
Rohrflote 
4 ft. Quintadena 
Rohrgedeckt 
2 -y a 
1 1/3 ft. Lari 
1l 4 Scharf (26-29) 


PEDAL 


16 ft. Quintaton 
8 ft. Quintadena 
Rohrflote 
: “4 Quintadena 
. Blockfléte 
i a Mixture (12-15) 


97 pipes 
85 pipes 
146 pipes 








Your inquiry is invited. 


HILLGREEN-LANE and COMPANY 


ALLIANCE 4, GHIO 
On West Coast: Wm. N. Reid, P.O. 363, Santa Clara, Calif. 


In South: Wm. D. Manley, 614 Page Ave., N.E., eS Ga. 
Norman A. Greenwood, Box 363, "Asheville, oe 


In West: John M. McClellan, 2219 S. Topeka St., ~= died Kan. 
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TWO NEW PUBLICATIONS | 


Organ 
Background for a Worshipper 


Betty Louise Lumby 
One dollar 


Voices 
| PALESTRINA 


Missa Jesu nostro Redemptio 


a) Latin Text 
b) English Text 


In ordering specify which text is wanted 
as these are separate editions. 

Easy to medium difficulty. 

Fifty cents a copy. 


Write for catalog 


SAINT MARY'S PRESS 


145 West 46 Street, New York 36, N. Y. | 








HYMNS AND RESPONSES 
FOR THE CHURCH YEAR 


(For Choir and Congregational Use) 
by VINCENT PERSICHETTI 


Mr. Persichetti has used religious texts of many 
centuries, including the Psalms, as well as 20th 
Century poets, for this beautiful collection of 
hymns written in the contemporary idiom and 
yet exquisitely melodic. This book is a real 
innovation in church music and still retains all 


Price $1.00 


the traditional forms. 


(Copies sent on approval on request) 


ELKAN-VOGEL CO., INC. 


1716 Sansom Street Philadelphia 3, Pa. 











| NE W AT CONCORDIA 


Choral 


Mozart—Fleischer—Kyrie, CANON AD UNISONUM $ .65 
KV. No. 89 (97-6226) 
For mixed, male, or treble voices. 





Bach C.P.E.—Geiringer—HOLY IS GOD (97-6223) .80 
For mixed chorus, S.A.T.B. soloists and organ or piano. 
Bergen, Carl—THE TE DEUM LAUDAMUS (97-6205) 75 

Gregorian—Mode III 
Choir copy (CH 1065) 20 
Bunjes, Paul—LIFT UP YOUR HEARTS (97-6219) 1.00 


A collection of choral music for the Communion Service 
Pachelbel, Joh.—GOD IS OUR REFUGE AND STRENGTH 1.00 
Psalm 46 (97-6244) 
For double chorus and continuo. 
Willan, Healey—TE DEUM LAUDAMUS (98-1126) 25 
Wienhorst, Richard—CHRIST JESUS LAY IN DEATHS 60 
STRONG BANDS (97-6209) 
Organ 
Bender, Jan—TWENTY SHORT ORGAN PIECES (97-3948) 2.00 


Bender, Jan—PROCESSIONAL ON “ALL GLORY LAUD 1.00 
AND HONOR” (97-1396) 


Blackburn, John—CHORALE PRELUDE ON CROFT'S 136TH 75 


(97-3946) 


Bunjes, Paul—ORGAN MUSIC FOR THE COMMUNION 2.50 
SERVICE (97-1395) 


Van Hulse, Camil—SEVEN PRELUDES ON PLAINSONG 2.50 
HYMNS (97-1387) 


At your local dealer or direct from 





Concordia PuslisHinG HOUSE 


St. Louis, Mo. 
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GRAY-NOVELLO 








An Old Favorite, now available in our 


St. Cecilia Series! 


BERCEUSE 


By CLARENCE DICKINSON 


With Hammond Registration by CHESTER 
KINGSBURY. 


Price 75 cents 





Other organ works by Dr. DICKINSON: 
Joy of the Redeemed 
Exaltation 
Andante Serioso 
Reverie 


Intermezzo ("Storm King'' Symphony) 


Price 75 cents each 


THE H. W. GRAY CO., Inc. 


Agents for NOVELLO & Co. 
159 East 48th St. New York 17, N. Y. 




















GRAY-NOVELLO. 
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RECITALS AND CONCERTS 


Although some may consider the two reviews below less than 
timely, we believe our readers will recognize that space in recent 
ssues has been at i items have had to be 
temporarily laid as erial. TAO feels that 
th ype of comme y s some value, no matter when it appears; 

happ p is i The Editor. 





GEORGE MARKEY was pre- 
sented in recital April 10 by the New York City Chapter, 
AGO, playing in St. Paul’s Chapel, Columbia University. The 
program: 


Fantasia and Fugue in G minor Bach 
Grande Piece Symphonique Franck 
Pastorale Roger-Ducasse 
Roulade Bingham 
Dorian Prelude on ‘Dies Irae” Simonds 
Chorale-Prelude: Lo a Lovely Rose Brahms 
God Among Us Messiaen 


Markey is a true artist. His playing and his programming 
are impeccable. The programming is obvious at a glance: 
variety of content, style, period all made for held interest 
with his listeners. 

His conception of the Bach was mature and studious, yet 
wonderfully brilliant. The Fugue was played in a more 
sparkling manner than I've ever heard it. He wisely took 
into account the acoustics of the chapel, played it super 
staccato; but this did not result in any disjointedness—only 
excitement. 

The Franck is no doubt a fine work of its type, and it 
was mostly sympathetically played, but I must admit I tire 
before it is over. I guess I just don’t care to have my 
material milked quite so dry. The Roger-Ducasse was in- 
terpreted engagingly and with technical fire. Seth Bing- 
ham’s charming “Roulade” offered precisely the right con- 
trast needed and one could feel the gratitude of the audience. 
Simonds’ Prelude is not exactly one of my favorites, yet 
nonetheless a fine piece. According to report, this was 
written as the result of a bet between Bruce Simonds and 
Harry Benjamin Jepson, who decided to see what they could 
do, writing for each other's instrument (Simonds is a pian- 
ist). 

Markey’s Brahms was sheer beauty, soft, subtly molded, 
graciously intimate. The concluding piece in Messiaen’s 
“Nine Meditations” is a virtuoso work most fitting to close 
a program. Markey’s eye page of the first parts was 
pretty much in the mode of a fantasy, some of which dis- 
solved into obscurity in the acoustical surrounding; but his 
deliberate tempo with the toccata-esque section made sense, 
brought the piece into sharp clarity which drove relentlessly 
to its final climax. 

As earlier stated, Markey is a real artist, and what's more, 
a thoroughly nice guy. He knows what he’s about, is serious 
without being pompous. He is well worth hearing. R.B. 


THE NEW YORK CONCERT 
CHOIR and Orchestra under their director Margaret Hillis 
gave a wonderful performance of Bach’s St, Matthew Passion 
in the Town Hall, New York, April 6. The double chorus 
was clean cut in its excellent discipline and finely sensitive 
in its interpretation. The principal soloists, Adele Addison, 
soprano; David Lloyd, tenor; and Kenneth Smith, bass-bari- 
tone sang as I feel Bach himself would have wished; with 
great sensitivity and restraint. The other soloists were not 
particularly in sympathy with Bach’s music, particularly the 
contralto, who sang in a fat, hard, vowelless tone. The or- 
chestra, although at times overshadowing the sopranos, was 
artistic and clean in its playing. 
The continuo was confined to the harpsichord in view, I 
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suppose, of the building and its organ; its incessant use 
tended to spoil the chorales but otherwise gave an attractive 
chamber ensemble. The use of the other old instruments 
added color and charm; they were very well played (which 
saved the usual reaction that a family or player had been 
forced to resort to extreme specialization having failed to 
compete in conventional fields). The violin soloist deserves 
special mention for his delicacy in the obbligato for “Have 
mercy, Lord,’ and the violist for the soaring freedom of 
her obbligato in ‘Give me back my Jesus, pray thee!” 

The chorus was still warming up during the opening chorus, 
for there was not enough of either the realism of a “crowd 
moving excitedly about” (Schweitzer) or the more usual in- 
terpretation of the longing of a soul for its God, which was 
achieved in the following choruses, especially the final chorus. 
The drama in ‘Alas, my Jesus now is taken’’ was so realistic 
one could almost see lightning and hear the storm. 

Here are three thoughts of a constructive nature for future 
reference. The impact will be double if a similar perform- 
ance is given in a building with reverberation, preterably a 
church. The work should be performed at an appropriate 
time in the Liturgical Year. The Easter octave was not the 
cleverest choice for the Passion. The bass lines, expressive 
as they are in certain arias, should a// be shaped and phrased. 
In particular, in the final chorus, the instrumental bass part 
should modulate dynamically as one feels it, and not ‘be 
brought out softly, but clearly’ (Schweitzer), for the falling 
motive 7s balanced by a rising one. Also, the Double-Basses 
might be given a rest at various points, for example, in the 
contralto aria, “Is my weeping,” and the bass aria, “Come, my 
heart,” just to relieve the 16-foot monotony. 

This was a wonderful evening and the audience acclaimed 
director and artists in a prolonged and enthusiastic ovation. 

Alastair CasselsBrown 


VERNON DE TAR, organist of the Julliard School; organist and choirmaster, 
Church of the Ascension, New York. St. Paul's Chapel, Columbia University, 


July 25: 
Symphony in B Flat le Begue 
Jesu meine Freude Walther 
Prelude and Fugue in F Sharp minor Buxtehude 
Prelude in E Flat minor d'indy 
Fantasia in F minor (K. 594) Mozart 
My heart rejoices Brahms 
Chorale Preluces Schroeder 

In dulci jubilo 

Nun bitten wir den heiligen Geist 

Schénster Herr Jesu 
Chorale in E Major Franck 


N organist’s organist is to my way of thinking a 

a fine compliment. Vernon de Tar deserves that 

compliment. His performance of a well chosen 
program on a stuffy, muggy evening was entirely satis- 
fying. His innate musicality, sense of proportion and 
balance, judicious registrations all reflect a Sere per- 
sonality who has a deep and abiding love of music. 

Thoroughly delightful and satisfying to me were the 
lucid registrations employed in the first three pieces. 
Quite frankly, it was a decided pleasure to hear an un- 
adulterated 8’ Diapson all by its lonesome, clear flute 
colors, flue choruses without scream, unsnarly reeds. 

Vincent d’Indy’s ‘Prelude and Fugue” is a piece more 
organists should use oftener—it is utterly delightful. 
Mr. de Tar’s Mozart interpretation is something organists 
in general and recitalists in particular should heed, Dy- 
namics levels were in proportion, colors clear, delineation 
mature. 

Hermann Schroeder is without peer in the contem- 
porary school of German composers, and his set of ten 
chorale preludes are a wealth for anyone's library. 
Vernon de Tar’s portrayal of three of these small pieces 
had a contemporary feel and sound which was never 
“modern” merely fe its own sake. ‘“SchOnster Herr 
Jesu” proved an exquisite next-to-closing choice. 

I find it increasingly difficult to discuss someone's 
playing of a work which organists know so well, am 
therefore inclined to reserve comment to the performer's 
thoughts and projection. There was a magnificent ease, 
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a constant flow, and an increasing intensity which, in 
final climax, lifted the listener to great heights. 

My admiration for Vernon de Tar increases each time 
I hear him, and it is admiration for both man and 
musician, R.B. 


MARILYN MASON, faculty, University of Michigan, 
Columbia University. St. Paul's Chapel, July 24: 

Trio Sonata V Bach 
*Concerto del Signor Torelli Walther 
**Ground and Fuguing Tune (1955) Cowell 
Trio Sonata VI Bach 
Comes Autumn Time Sowerby 
*Recordea on Aeolian-Skinner label, Vol. 6. 

*Commissioned by Marilyn Mason. First Performance. 


and summer faculty, 


HE third and final recital by Miss Mason in the 

17-event 1956 series of recitals and concerts at 

Columbia University included the last pair of 
Bach Trio Sonatas which Miss Mason featured in her 
performances this season. The first four sonatas were 
paired in her two preceding programs. 

Marilyn Mason again proved herself one of our finest 
recitalists and musicians. The two Bach sonatas were 
notable for their stylistically correct yet fresh and vital 
registrations which resulted at all times in contrapuntal 
clarity. Each time I hear her, Miss Mason indicates 
clearly her constant growth in music, She not only shows 
she is intelligently fond of the music she plays but that 
she knows how to relate that music to the acoustical 
surroundings. 

Some might quarrel with the middle movements of the 
sonatas and their 16-foot pedal registration which re- 
sults less in trio form sound than pe with pedal ac- 
companimental line, but this is a matter of strictly per- 
sonal preference, 

Of especial 


interest was the premiere of 
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that sound “in tune” 
to the most critical ear! 


The Maas-Rowe Symphonic Carillon is the only 
bell instrument which gives the organist a 
choice of major or minor tones for each note. 
This is the result of two bell tones per note — 

one tuned to a minor and the other to a major 
tonality. NOW! you can play in perfect concordance 
at all times. All chords minor, majoi, diminished and 
augmented, can be played without limitations. 


HEARING IS BELIEVING... When you hear the deep, 
truly bell-like tones of the Symphonic Carillon, we are 
confident that you too will be immediately impressed 
by their quality . . . distinctive in clarity and 
traditional in timbre. 


Compare the Symphonic Carillon with 
any other bell instrument, regardless é 
of cost. Let your own ears be the 
judge! Your name and address on a 
post card will bring you complete 
details without any obligation. 







MAAS-ROWE Carillons 


3015 Casitas Ave. ¢ Los Angeles 39, Calif. 
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Cowell's “Ground and Fuguing Tune,” commissioned 
by Miss Mason. The Ground is written in what the com- 
poser terms “dissonant counterpoint,’ but which to the 
more casual auditor sounds more akin to polytonality 
emphasizing great tone clusters. This music, I suspect, 
is not for the general public, at least not without con- 
siderable cuts. The ‘“Fuguing Tune” is utterly delight- 
ful and charming, shows intelligent contemporary writing 
for the organ. 

Sowerby’s “Comes Autumn Time” was taken at a great 
clip and was the only piece upon which the chapel acous- 
tics imposed a penalty. 
sult was little else than jumbled sound — 

Marilyn Mason’s musicianship shone constant all 
she did, and her recital was the type which [eaves the 


There were times when the re- 
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auditor with a wholly satisfied feeling, pete Sy - ‘ 


wish there had been more to hear. 
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Organist and Director of Choirs 





HAWS AVENUE METHODIST CHURCH 


Norristown, Pennsylvania 


























ORGAN DESIGN 





St. Vincent de Paul Church, Quebec, P. Q. 


All Casavant organs are custom-built and there are 
no two exactly alike. Each is made specifically to fit 
the size and needs of your church. 


Only the choicest materials are used in building a 
Casavant organ. Only the most skilled workmanship 
is employed—the heritage of a family that dedicated 
itself for more than a century to this honored craft. 


Casabant Freres 


LIMITED 


Designers and Builders of 
Organs and Church Furniture 


ST. HYACINTHE, P.Q. CANADA 
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Organized by DR. EVERETT TITCOMB 


Director of Music, Mission Church of the Cowley Fathers, 
St. John the Evangelist, Boston 


This article appeared first in the April issue in 1950. The Editor 


considers the information of suf 


icient worth that it is repeated here 


for the special benefit of those who have become subscribers since 


that time. 


about the Schola Cantorum organized and directed 

by Dr. Everett Titcomb, one of the most significant 
figures in American church music, “to foster interest in the 
study and singing of Gregorian chant and other liturgical 
music . . . The name Schola Cantorum was first used to 
designate a school of singers founded in Rome in the fourth 
century by Pope Sylvester and reorganized two hundred 
years later by St. Gregory the Great.” 

In recent years the name has been adopted by organi- 
zations not officially connected with the original schola or 
even any church. During the quarter of a century prior 
to world war two Dr. Titcomb’s choir of the Church of 
St. John the Evangelist “had grown from obscurity to a 
position of considerable influence, and as its work came to 
be more widely known, many music students and young 
organists and choirmasters associated themselves with the 
choir and sang at special services. 

“Some were attracted because the music was different 
and had aroused their curiosity; others sought an opportunity 
to sing in its proper environment the plainsong and poly- 
phony they had learned in their courses at school. From 
time to time the choir was invited to give programs of 
Gregorian chant and other ancient music at places outside 
the Church. 

“In 1938 the choir decided to take the name Schola Can- 
torum; for their work seemed to justify their use of that 
title; interested persons were invited to become associates.” 
Early associates included Wallace Goodrich and Ralph 
Adams Cram. “The number of associates has steadily in- 
creased. There are no dues. Associates assist in any way 
they are best able—by singing or playing, by voluntary con- 
tributions of money, and above all by their interest.” 

The choir of the Schola Cantorum is a mixed chorus of 
adults who sing at High Mass on Sundays and at certain 
other services—Christmas Eve, Ash Wednesday, etc. ‘New 
members who qualify are admitted at any time; free in- 
struction is given individually or in groups to beginners, 
when needed. 

“The Sunday evening group consists of young men and 
women organists and singers who meet in the choir room 
every Sunday evening at 7:00. The men of the group form 
the choir for the service of Evensong and Benediction. The 
organists, men or women, give short recitals after the service. 
The other women attend the service, assist in the congre- 
gational singing, and later help prepare and serve suppers 
or refreshments.” 

A dinner at the beginning of the season, and a luncheon 
on Holy Saturday, are served in the school room for all 
members and associates; there are other musical and social 
events throughout the season. 

Religious instruction and information are provided by 


Hi: at last is a little understandable information 
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the Fathers of the Society of St. John the Evangelist who 
are always available to answer questions and give instruc- 
tion to those who may desire it, especially with regard to 
“the faith which has inspired liturgical music.” 

The season of the Schola Cantorum is from late Sep- 
tember to June. Full rehearsals are Fridays at 5:30. In 
a letter Dr. Titcomb says: 

“Some years ago, our Sunday evening services had be- 
come dull affairs. The Schola sings at the morning services 
and, considering that they are a volunteer group, have quite 
a remarkable record; but the music at the evening services 
was supplied by two or three singers who sang the simple 
plainsong and hymns, that was all. The congregation was 
made up of a dozen or so devout souls who would have at- 
tended whether there was a choir or not. 

“One day I had what has proved to be a happy idea. | 
was personally — with many of the younger organ- 
ists in Boston and vicinity, and the organ here, while not 
large, is good, and so well placed that it sounds much better 
than it really is. I decided to invite them to make it a habit 
of coming to our choir room on Sunday evenings for a 
little instruction in the singing of Gregorian chant, form an 
informal choir, sing the service and arrange among them- 
selves short organ recitals, just for their own enjoyment, 
to be played after the service. This was to be followed by 
a social hour, with coffee, smokes, and discussion. That was 
April 1944. At first the group numbered about fourteen, 
mostly student organists. The number increased immedi- 
ately, and at present we have some thirty organist associ- 
ates. They do not all attend every Sunday but they have 
become a really good choir, as well as giving fine recitals. 
Believe it or not, organists can sing. The size of the con- 
gregation steadily increases, though due to the location of 
the church, evening services are likely always to be poorly 
attended. There are always music students who come just 
to hear the little recitals. 

“One important feature of this experiment is that it gives 
an incentive to the younger organists to work up a few 
numbers.” Gives them also, say we, the invaluable ex- 
perience of playing in public before an informal and 
critical audience. 


The organ, a two manual Hutchins, was originally 
built in 1889 and given as a thank offering for the recovery from 
a serious illness of Father Hall, S. S. J. E., one time Superior of 
the American Province, S. S. J. E., and later Bishop of Vermont. 
The organ was rebuilt by Hook & Hastings in 1930 and moved to 
the rear gallery—the present choir loft. 

Dr. Titcomb's "Schola Cantorum" has been heard frequently in 
the Monastery Church in Cambridge, in fact, sang the first music 
to be heard in this building. Your Editor had the privilege of 
hearing a sacred concert by this organization in this exquisite 
monastic chapel, designed by Ralph Adams Cram, shortly before 
the last war. It was an experience he will never forget. R. B. 
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THE CATHEDRAL CHOIR SCHOOL 


Established 1901 
The Cathedral Church of St. John the Divine 


A boarding school, where the curriculum fol- 


lows standard independent school requirements, 
with emphasis on Christian perspective. Choir 
membership required. Ample scholarships. 4th 
through 8th grades. Write: 


| ALEC WYTON, M. A. (Oxon.), Headmaster 
| CATHEDRAL HEIGHTS, N. Y. C. 25 








PIPE: HAPPY WURLITZER PIPE ORGA 
F a HAPPY HIT! - ‘ 

i The Hi-Fi whirl 

on the Wurlitzer 

pipe organ with 

BOB KATES 

12” NS 4001 $4.98 


ie 

You asked for more 
release Sept 15 
PIPE DREAMS 
romancing in Hi-Fi 
with Bob Kates 

at the Wurlitzer 
12” NS 4002 $4.98 


New Sound 









full sound spectrum recordings 


50 Julian Avenue San Francisco 3 

















Organ and 
Church Music 


Fenner Douglass 
Grigg Fountain 
Leo Holden 


Oberlin Conservatory of Music 
OBERLIN, OHIO 


























NORMAN COKE-JEPHCOTT 


Mus.Doc., F.R.C.O., F.A.G.O. (Turpin Prize R.C.O.) 
ORGAN RECITALS 


Instruction in organ, theory, composition and boy 
choir training in New York City. Also prepa- 
ration for all examinations. Tuition in theory by 
mail. 


BLUEGATES 


STONY POINT-ON-HUDSON — N.Y. 

















PAUL J. CHRISTIANSEN: 


1159 The Morning Star Upon Us Gleams SATB 
1160 Our Lowly King Unison or SATB 
1161 Let All Mortal Flesh SATB 


1145 Angels We Have Heard on High 
Treble Chorus and SATB 





THY PRAISES SING 


Contains a good selection of anthems covering the church year; may be sung either 
with or without the accompaniment. 


A new collection of three-part treble anthems 
by Gunnar J. Malmin — 


Contents: The God of Abraham Praise — Children of the Heavenly Father —O Come, O Come, 
Emmanuel — How Far Is It to Bethlehem — The Morning Star — Ancient of Days — Ah, Holy 
Jesus — All Glory, Laud and Honor —O Joyous Easter Morning — O Jesus, I Have Promised — 
Lord, I Wish to Be Thy Servant — Jesus, Refuge of the Weary — This Is the Day — While Thou 
Art Young — Heavenly Spirit— This Is My Father’s World. 80c 


wey Latest Choral Releases for the Christmas Season ELE may, 


LELAND B. SATEREN: 


1162 When God Made His Earth SATB .15 
G. WINSTON CASSLER: 

1144 The Godly Stranger SATB. .18 

1164 The Flower of Love SSAA. .18 


Order from your local dealer or from AUGSBURG PUBLISHING HOUSE Minneapolis 15, Minnesota 
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, } Kegistrations 


H. William Hawke 


The eminent Canadian organ and church music authority concludes 
iscussion, the first half of which appeared in the July 1956 
f TAO. We are grateful ta him for his efforts and hope to 
have his workmanship again in our pages in the future. The Editor. 
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JESU, MEINE FREUDE (Orgelbuchlein)—Bach 
Swell: 3 
Great: Erzahler 
Choir: Unda Maris, Flutes 8 and 4 
Pedal: 2 
Unison couplers 
Measure 1: Play on Great 
2c: Transfer melody C to Swell and open the 
Choir to help alto and tenor 
3: as at beginning, gradual opening of the boxes 
4: gradual closing of the boxes 
: boxes open to top of phrase, then a long di- 
minuendo, one box at a time lasting into 
measure 6; reduce Choir to Unda Maris and 
Swell to 2 


wi) 


Repeat 
Measure 1: play on Choir, Pedal 1 
2c: treat melody as before 
: crescendo with boxes 
diminuendo 
5: quicken and crescendo 
6: long diminuendo, close Choir fully—play on 
Swell and add Choir Flutes 
7: play on Great, Pedal 2 and Great to Pedal 
9: Great 1 after gradual crescendo 
10: Great 2 at biggest climax 
lla: Great 1, Pedal 1 
11b: Great Flute off, Swell shades diminuendo 
llc: Swell Gambo off, Choir shades diminuendo 
11d: Choir Flutes off 
12: play on Choir, off Great to Pedal 
12c: off Swell Flute 4 and Spitzflute 
12d: off Swell Gedackt 
13: off Swell Strings, off Swell to Choir—play on 
Swell Flute 4 only for the last inner parts, 
an octave lower 


WA 


IN DIR IST FREUDE (Orgelbuchlein )—Bach 
Set Pedal 1 with 8’ foot only 
Pedal 3 with 4’ Flute 
Swell: 4 and Cornopean 
Great: 4 and Octave 
Pedal: 3 
All Unisons and Supers 
Close repetition of the themes, all scales legato, other 
figures of four notes phrased, two legato and two staccato. 
Start with Swell shades open. 
Measure 39d: Pedal 1 (play an octave lower) 
40: close Swell shades 
42: Pedal 3 


51: Pedal 1 
52: open Swell shades 
54: Pedal 3 


56: add Mixture 


O MENSCH BEWEIN (Orgelbuchlein)—Bach 
Special Set-ups: 
Swell 1: Salicional and Tremulant 

2: Salicional and Celeste 

3: add Flute 4 
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add Gedackt and Spitzflute 
5: add Gamba 

1: Erzahler 

2: add Flute 8 

3 

| 


Great 


3: add Flute 4 
: Clarinet and Unda Maris only 

add Flute 8 and Tremulant 

add Quintadena 
: add Flute 4 

The Swell was used for the left hand accompaniments, 
the Choir for the right hand solo. In this piece, Farnam 
used so many set-ups as he said there were no opportuni- 
ties for the hands to leave the keyboards to make stop 
changes. There was a fluidity of expression, obtained by 
piston changes, and an occasional excursion to the Great, 
which * was coupled to the Choir. It was a highly ex- 
pressive rendition, rivalling the best violin playing. 

So much for Bach’s music, but there is much more to 
be said. Each piece received an individual treatment, 
with stops in combination selected for the best expression 
of the contents of the music. Thus, I notice some remarks, 
such as “The essence of extreme legato—each part must 
be complete” for Blessed Jesu, we are here. ‘This regis- 
tration brings out the parts but the reed in the bass is 
ugly” for The glorious day has dawned. ‘Expressive 
registration with Swell and Choir strings as a founda- 
tion” for In Thee have I put my trust. “Maybe a crescen- 
do to full organ with Subs, starting from FF—melody 
very sustained” for Praise be to the Almighty God. ‘Great 
Diapason alone for purity of tone” for Come now, Saviour 
of the Gentiles. All these examples are from the Orgel- 
buchlein. 

Midway between Bach and the present-day composers 
comes the music of Cesar Franck, and Farnam’s treatment 
of the Choral in B minor was most rewarding, not con- 
forming to what we consider French tradition perhaps, 
but tinged with romantic ideas in orchestral or symphonic 
outline. 


Choir 


Ue bo 


CHORAL IN B MINOR (No. 2)—Franck 
Swell 3: set Vox Humana, 3 Flutes and Tremulant 
Solo: Tuba 16 and 8 
Swell: Horn 16 
Great: 1 
Choir: Flutes 8 and 4, Quintadena and Tremulant 
Pedal: 2 
Great to Pedal, Choir to Pedal, Swell to Pedal 8 and 4 
Swell to Great, Choir to Great, Swell to Choir. 
Measure 1: Choir open, right hand on Swell (octave 
higher)—let Pedal speak all it can 
17: Swell 2 
21: off Swell to Pedal 4 
23: Great 2 
25: add Swell to Pedal 4 
33: both hands on Swell 
35: Pedal with the left foot, so as to get a good 
crescendo with the right 
1: right hand on Solo, top notes only 
43: add Swell Sub and Super 
45: Swell 5 
48: Swell to Pedal 4, close boxes, Pedal 3 
49: Crescendo Pedal, Great 4, both hands on 
Swell 
52: open Choir box some 
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118c: 
120c: 
126: 
127: 
128: 
i ee Be 


135: 
141: 
147: 
148: 


156: 
162: 
170: 


174: 
180: 


187c: 
192: 
195: 


Zui 
214: 
Z218C: 
219: 
220: 
223: 
226: 
230: 
237: 
242: 
243: 
246: 


248: 
299; 
257: 
259: 
266: 


267: 
268: 
270: 
27k: 
272: 
273: 


274: 
275% 
ZI IC: 


: off Crescendo Pedal, Great 3 

: open Choir box, left hand on Great 

: off Swell Sub and Super 

: Swell 4 

: Great 2 

: add Swell to Great 4, Swell 4 and Tremulant, 


Choir 4 


: play on Great (65 to 69 all one phrase) 
: Great 3 
>: Great 2 
: Swell 2, play on Swell 
89: 
91: 
101: 
105c: 
108: 
114: 


left hand on Great, Swell 4 and Tremulant 
Choir Sub and Super 

Choir 2 

Swell 2 

open Choir halfway 

off Great to Pedal, Swell to Pedal 4, play with 
left hand all but the three leading notes at 
the end of the measure, these on the Choir 
with the right hand, and immediately, Swell 3 
Pedal 3, play pedals an octave lower 

Pedal 2 

Swell 5 and Super—SFZ 

detach chords in style of recitative 

Choir 3 

play on closed Swell—this may be an echo— 
don’t hurry between sections 

off Swell to Choir—play on Great 

last note—play on open Swell 

off all Octave couplers, Swell 2, of SFZ 

right hand on Swell, left hand on Choir, 
manuals uncoupled 

after first beat, left hand to Swell 

add Great to Pedal 

off Great and Choir to Pedal with left hand 
after first beat 

Great 1 

right hand on Swell, detached; left hand on 
Great, theme only is legato 

Swell 4, just in time for start of theme 
add Swell to Choir, box closed 

full Crescendo Pedal, play on Choir, Swell a 
little open 

SFZ, off Crescendo Pedal 

Great 3 

go to Swell (agitato) 

Swell 4 

Pedal 3 

add Great to Pedal (ritard) 

off SFZ, add Swell to Great 4, play on Great 
Swell 5 

crescendo by boxes 

diminuendo 

Choir 2 

Great 4 with left hand—play on Great, both 
hands 

close Choir box 

Crescendo Pedal 

SFZ and Pedal 4 

off Crescendo Pedal 

right hand on Swell, octave lower; left hand 
Solo 4 

Choir Sub and Super 

Great 3 

off SFZ, play on Great (ritard) 

off all Octave couplers 

Great 2 

after first note, Pedal 3, Swell 4, Great 1, 
Pedal 2 

Swell 3, and play on Choir 

keep Pedal in low octave 

Pedal 3 
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279c: Pedal 2 

: left hand off Spitzflute 

283c: off Swell Gedackt 

285: off Swell Flute 4, left hand on Great 1, right 
hand on Swell 

286: off Great Flutes 

287: end left hand theme on B, then both hands 
on Swell, Pedal allowed to speak by opening 


Choir Box; Pedal 1. 


Of course, all this would have been easier to do if the 
organ at the Church of the Holy Communion had been 
equipped with a few general pistons. It wasn’t, so there 
was a great deal of extra work involved, but somehow 
Farnam, and certain of his pupils, were able to make these 
changes, and a great deal of time was spent in lessons and 
in consequent practice in making these stop changes at 
the proper time, and in rhythm. The use of the Crescen- 
do Pedal and the SFZ as fixed combinations will be 
noticed. 

It seems to me that none of the present-day organists, 
with one or two possible exceptions, has been ingenious 
enough to explore the color possibilities which Farnam 
was able to bring to life on even the most ordinary organs. 
These tone-color subtleties are well illustrated in some of 
Karg-Elert’s music, and I have selected The Legend of 
the Mountain from the Seven Pastels of the Lake of 
Constance for this purpose. 


LEGEND OF THE MOUNTAIN—Karg-Elert 
Set: Swell 3: Salicional, Flute 4 and Tremulant 
Swell 4: Flutes 8 and 4, Tierce and Tremulant 
Swell: Horn 16, Gedackt 8 and Tremulant, right hand 
Great: Blank 
Choir: Unda Maris and Harp, left hand 
Pedal: 1, and Choir to Pedal 
Measure 1b: open Choir 
3d: open Swell 
8d: break—add Swell Bourdon 16 
10: at end of left hand phrase, Bourdon off 
11: close both boxes 
13: add Choir Flute 8, watch holding of the 
Swell “G” 
17: Gedackt off, open Choir for Pedal, duplicate 
Pedal in left hand 
18c: Swell open 
19: Swell 4, off Tierce, add Mixture, play flourish 
on Swell 
20: detach left hand 
21: end measure gracefully—off Mixture 
22: play on Choir, open Swell 
24b: right hand on Swell for solo line 
26c: left hand on Swell 
27: left hand back to Choir 
28: Swell 2, Pedal 2, Swell to Pedal, off Choir to 
Pedal, play on Swell 
30: Swell 4, Choir 1—play 64th notes in time—- 
right hand on Swell at printed pitch, left 
hand on Choir, starting low _ running 
arpeggio up, slowly and not too strictly 
30d: left hand on Swell 
31: left hand prepare Choir Quintadena and 
Tremulant onl 
31d: left hand Choir on Swell 
32: Swell 3, Choir 1—arpeggio as before 
32d: left hand chord on Swell 
33: left hand prepare Choir Clarinet only 
33d: left hand on Choir 
34: Swell 2, Choir 4, right hand on Swell, Cres- 
cendo Pedal as far as couplers 
36: both hands on Great, add more Crescendo 
Pedal 
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40 


46c: 
47: 
*: take low fifths on Pedal to free left hand— 


fol 


50: 
55d: 
57b: 
Ic: 
57d: 
58a: 
58b: 
58c: 
58d: 

59: 


6l: 


left hand on Swell, right hand on Choir, off 
Crescendo Pedal 
Pedal 1; Choir Clarinet off, leaving Flute 8, 
Unda Maris, Quintadena and Tremulant; off 
Swell Spitzflute 


3: right hand on Choir, left hand Swell Sali- 


cional, Celeste and Super 


5: right hand Choir 4—both hands play melo- 


dy—open both boxes 
close Choir (Swell wide open) 
both hands on Swell 


Swell to Choir, Choir Sub and Super, Choir 
to Pedal only, Choir 2, Swell Vox Humana, 
Flutes 8 and 4 and Tremulant—play on 
Choir 

balance tone 

with left hand add Choir to Great 

open Swell, close Choir 

open Swell, off Swell Flute 8, close Swell 
open Swell, close Choir 

open Choir, off Swell Flute 4, close Swell 
open Swell, close Choir 
open Choir, close Swell 
open Swell, close Choir 
open Choir—blank Swell, off Swell to 
Choir—left hand on Swell Gamba 

both hands on Great, prepare to remove 
weight. Great here is coupled to Choir 
Unda Maris only. 


This may seem to be the ultimate in fussiness, but 
those who have heard Farnam can testify to the fact that 
each movement had a perceptible result, that the move- 
ments consequently were worthwhile, and that they were 
carried out with such care, and there was such fidelity to 
the music of the composer, that they but seemed to be logi- 
cal, and something that any right-thinking organist would 


do for the piece. 


Truly, this was a man with soul, and 


his soul was not that of a dreamer; there was also an ear 
appreciation of what the tone would be, and the result 


was genius. 
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DR. EVERETT TITCOMB 

One of the most revered persons in Church 
Music today, the director of St. John’s Schola 
Cantorum and the composer of innumerable 
organ and choral works, all of which are 
meaningfully worshipful and worthy of their 
purpose, was awarded his doctorate in music 
in 1954 by Nashotah House. The Rt. Rev. 
Donald H. V. Hallock, Bishop of Milwaukee, 
read the following citation upon the presenta- 
tion of the degree. “Everett Titcomb, outstand- 
ing Catholic layman of the Church, organist 
and choirmaster of the Church of St. John the 
Evangelist, Bowdoin Street, Boston, for the past 
44 years, distinguished lecturer in Church music 
in the important universities and colleges of 
the country, composer and arranger of Catholic 
Liturgical music of international reputation, a 
devoted and humble servant of our Lord and 
His Church, is hereby granted by Nashotah 
House the degree of Doctor of Music.” 


Varfrukyrkan, Skaenninge, Sweden 


CARL WEINRICH continues 
with his second summer of recordings of the works of 
Bach for Westminster Records on the 


organ described in the April 1956 issue of TAO. 
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MODERN 





% 
MODEL 
RM-200* 





Modern—in every way . . . design, styling, and performance. The all new 
Model RM-200 Reisner Console. This newest addition to the Reisner family 
of internationally known consoles has been designed for today’s modern 
living. Suitable for installation in the modern church or home, the Reisner 
Model RM-200 maintains all A.G.O. standards. Inside, the all-electric 
Reisner action brings the full resources of the organ to the organist’s finger 
tips. Modern—Dependable—Economical—'The Reason for Reisner’. 


*For further details on the Model RM-200, write: 
Department A, The W. H. Reisner Manufacturing Company, Hagerstown, Md. 
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The CHARLES W. McMANIS Company 
Organ Builders 


_ KANSAS CITY 2, RANSAS 




















JAMES ALLAN DASH 
B.S., M.Ed., Mus.Doc. 

Organist and Choirmaster 
LOVELY LANE METHODIST CHURCH 
“Mother Church of American Methodism” 
Baltimore 18, Maryland 














CASTLELIGHT 


A fluorescent lamp for all makes of Pipe and Electronic Organs. 
Reflects light on music as well as the stop controls. Allows the 
top to be closed without removing the light. Write for free 
booklet i Wa us the name of your organ. 


MURLIN MANUFACTURING CO. — Quakertown, Pa. 














J. H. & C. S. ODELL & CO. 


Organ Architects and Builders 
Pioneers in Tone 

Almost a century of continuous service in the pipe 

organ field. Every ODELL ORGAN is a personal work 


of art built along sound engineering principles. 
82-84 Morningside Ave., Yonkers, N. Y. — YO 5-2607 




















CHURCH ORGAN COMPANY 


Specializing in Pipe Organ Service in the Eastern States 


YEARLY MAINTENANCE CONTRACTS © TUNING 
EMERGENCY SERVICE ¢ REBUILDING 


MODERNIZING ¢ REPAIRS ¢ INSTALLATIONS 


18 Walton Street Telephone 
Nixon, N.J. KI Imer 5-4150 














Pipe Organ 
PARTS AND SUPPLIES 


For repairing, modernizing and 
enlarging pipe organs 


ORGAN SUPPLY CORPORATION 


540-550 E. Second St., Erie, Penna. 


Member of the Associated Organbuilders of America 
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Kilgen 
Organs 


In every work or undertaking there is 
always a predominating thought. This 
has been true in the writing of the world’s 
best literature—the greatest masterpieces 


on canvas. 


This is also true in the building of a Kil- 
gen Organ. 


The predominating thought behind the 
building of every Kilgen Organ, whether 
it be of modest size or a large organ, is 
TO BUILD THE FINEST ORGAN 
POSSIBLE. 


The exquisite voicing, the excellent pipe 
work, the perfection of modern electric 
action—are all tangible expressions of this 


ideal. 


This has been recognized by famous organ 


artists throughout the world. 








Che Kilgen Organ Company 
Executive Offices and Factory: 


4632 W. Florissant Ave., St. Louis 15, Mo. 


Kilgenly) >| Organs 


| EUGENE Prasaths KILGEN | 
Chairman of the Board 
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Christmastide 1955 


With the thought in mind that church 
musicians like to know what some others 
did last season, TAO has compiled a list 
of anthems and carols used in 22 churches 
across the land during the Chrismastide of 
1955. We regret we cannot list also the 
publishers, along with titles and composers, 
but until such time as those who faithfully 
send in their weekly leaflets to us include 
this information, this is not possible. 


CHRISTMASTIDE ANTHEMS AND 
CAROLS 


Alsatian-Nunn, Sleep little Dove 
American, Sing we the Virgin Mary 
American-Davis, Sing Gloria 
American-Dickinson, Nowell 
American-Hatch, God bless the little things 
American-Laubenstein, Now is the time 
Ancient (XII)-Dickinson, Friendly beasts 
Anderson, Sleep of the Holy Child 
Appalachian-Niles, See Jesus the Saviour 
Austrian-Marzo, As lately we watched 
Bach, Good Christian men rejoice 

Now blessed be Thou Christ Jesus 
Basque, Peaceful night descending 
H.H.A.Beach, Around the manger 
Beethoven, Hallelujah unto God’s almighty 

Son 
Bingham, Unto us a Child is born 
Bitgood, Christ the Lord is born 
Bohemian, Hail all hail 
Bohemian-Riedel, Angels and the shepherds 
Bortniansky, Glory to God 
Catalonian, Winter with its ice and snow 
Chartres-Faulkner, Masters in this hall 
Christiansen, Today there is ringing 
Clokey, Two kings 
Coombs, Brightest and best 
Cornish-Peek, Righteous Joseph 
Danish-Schulz-Dale, Thy little ones 
Dickinson, Angels were singing 

Still there is Bethlehem 
Dirksen, Let folly praise 
Padre Donastia, Happy Bethlehem 
Dutch-Dickinson, Sleep my Jesus sleep 
English, A child this day 

Coventry Carol 

In Bethlehem city 

I saw three ships 
English-Chesterton-Shaw, How far is it 
English-Davies, Holly and the Ivy 
English-Davis, Come ye to Bethlehem 
English-Gritton, Welcome Yule 
English-Williams, What Child is this 
Finnish-Topelius, Christmas is coming 
First, O blessed night 
French, Ding dong merrily on high 

Sing we Noel 

We three shepherds 

When at Christmas Christ was born 
French-Canadian-Caldwell, Tell us shepherd 
French-Davis, Sing we Noel 
French-Gaul, Gloria in excelsis 
French-Knight, When the sun had sunk 
French-Means, Listen Lordlings unto Me 
French-Nagle, Ye shepherds rise 
French-Stainer, Shepherds shake off 
French-Willan, What is this lovely fragrance 
Friedell, In excelsis gloria ° 
German, Eja Eja 
German-Dickinson, O Saviour sweet 
German-Jungst, Christmas Hymn 
German-Marzo, Come hasten ye shepherds 
German-Schultz-Dale, O come little children 
Gevaert, Joyous Christmas Song 
J. Handl, All they from Saba 
Helder-Whitehead, Jesus-Child my joy 
Hokanson, Today the bells of Christmas 
Hokanson-Luvaas, Virgin’s Lullaby 
Holst, Christmas Day 

Christmas Song 

In the bleak mid-winter 

Lullay my liking 
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Nativity 
Jungst, While my sheep 
Latin-Holst, On this day 
Mackinnon, I saw three ships 
Marryott, Searching Carol 
Medieval, I sing of a maiden 
Lullay I saw 
Nova Nova 
Song of Nuns of Chester 
Medieval-Bingham, Personent Hodie 
Mexico-Bitgood, Christ the Lord is born 
Mozart, Glorious is Thy name 
Norwegian-Johe, Christmas Eve Song 
ar.Nunn, Sleep little Dove 
Peerson, Upon my lap my sov’reign sat 
Pergolesi, Glory to God 
Polish, Infant holy 
We greet you Jesus 
Polish-Willan, Snowy flakes are falling 
Praetorius, Morning Star 
Today is born Emmanuel 
Unto us is born 
Rootham, Noel 
Scottish-Purvis, What strangers are these 
Shaw, Fanfare for Christmas 
Gloria in excelsis 
G. Shaw, How far it is to Bethlehem 
Slovak-Kountz, Carol of the sheep bells 
Spiritual, Rise up shepherd an’ foller 
Stewart, On this day earth shall ring 
Sussex-Vaughan Williams, On Christmas 
night 
Sutcliffe, Go we now carolling 
Sweelinck. Born today 
Swiss-Dickinson, Heavenly song is sung 
O nightingale awake 
Titcomb, Exsulta filia Syon 
Traditional-Titcomb, Puer nobis nascitur 
Vittoria, O Magnum Mysterium 
Warlock, Balulalow 
Welsh, Poverty 
Welsh-Elmore-Reed, All poor men and 
humble 
Welsh-Mead, Dark the night 
Whitehead, Echo Carol 
D.McK.Williams, O I would go to 
Bethlehem 
C.Wood, The Lamb 
Woodman, Song in the night 
Work, Go tell it on the mountain 
New born 
Yon, Jesu Bambino 








CYRIL BARKER 


A.A.G.O., M.M., Ph.D. 
Detroit Institute of Musical Art 
(Affiliated with the University of Detroit) 
Central Methodist, Lansing 














ROBERT BARLEY 
St. John’s Episcopal Church 


York, Penna. 














ARNOLD E. BOURZIEL 


M.A., A.A.G.O. 
Organist and Choirmaster 


Central Presbyterian Church 


Lafayette, Indiana 














Donald Coats 
ST. JAMES’ CHURCH 


Madison Ave. at 7ist St., New York City 























JACK FISHER 


Organist and Choirmaster in St. Clem- 
ent's Memorial Episcopal Church, St. 
Paul, Minnesota, Mr. Fisher's article in 
TAO July, and his reports of numerous 
AGO Convention events have already 
made him well-known to TAO readers. 
You may expect more from his facile 
and discerning pen in the future. 


You, the Reader 


New York, N. Y. 

Have you’ seen Vincent  Persichetti's 
HYMNS AND RESPONSES FOR THE 
CHURCH YEAR, just issued by Elkan-Vogel, 
Inc.? There is more interesting music and 
there are more arresting and beautiful texts 
in this small booklet (21 pages) than have 
been seen in many a day. These are hymns 
and responses for the mid-twentieth century 
and they are forward looking. For this rea- 
son they are probably advanced for most 
congregations, although there may be some 
progressive groups in parishes not bound by 
“tradition” who will welcome the freshness 
of this collection. 

While we wait for the average congrega- 
tion to catch up to the present day in verse 
and music we may well use Mr. Persichetti’s 
fine work for our choirs, and it might serve as 
a splendid introduction to modern harmony. 

There are 18 hymns, 10 responses for the 
non-liturgical service, five responses for the 
Communion Service and seven Amen settings. 
Several hymns are suitable for Junior Choirs. 
The hymns range from sturdy, diatonic melo- 
dies with triadic harmony and _straightfor- 
ward rhythms for texts by Wesley, John 
Quincy Adams, W. H. Auden, and others, 
to quiet, lovely harmonies, yet with simple 
melodic line, for texts by Romanis (Round 
me falls the night), Padraic Colum, and the 
ever popular “Anonymous.” Texts by Emily 
Dickinson and e. e. cummings are set with 
utmost sensitiveness. The fine _ settings 
of the responses include texts by Shakespeare, 
Millay, Shelley, and Untermeyer. Mr. Per- 
sichetti has a fine feeling for texts, whether 
meditative or declamatory. 

Some of the “modern” characteristics of 
the hymn settings are to be found in the 
omission of key signatures (together with a 
shifting key feeling), and time signatures. 
The rhythmic structure is always subservient 
to the word rhythm. The hymns frequently 
begin or end without the tonic in the bass 
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or treble. In a few instances the final ca- 
dence is completed only by the Amen. Paral- 
lel fifths and octaves are used freely but not 
tiresomely. Unison is used effectively and 
the melodic line is well designed and structur- 
ally well-balanced. 

Let us hope that this fine little book may 
have an influence on some of our much-too- 
traditionally-minded groups who are nonethe- 
less dedicated to the improvement of hym- 
nody. 

Vernon de Tar 

Church of the Acension 

TAO thanks Mr. de Tar for sending in this unsolici- 
ted word of praise for a publication covering an 
area so sorely needing stimulation. .There are 


few church musicians today who are more capable 
of judging the worth of such a booklet. 


Richmond Hill, N. Y. 

The frontispiece from the last [July 1956} 
issue of TAO seems to tend to ostentation. 
“Look folks—our organ has pipes!!"" This 
display is something like the obsessive pre- 
occupation of some organists with multiple- 
manual instruments ot 5-6-7 manuals (ad 
infinitum) and batteries of stop knobs, but- 
tons galore, tabs, etc. Bet this isn’t the 
only letter of criticism. 

Joseph Beondo 
On the contrary, this was the only letter which 
disliked the photo in question. We will continue 
to believe that pipes are beauty, that visual design 
in pipework and casework has a ——., hg in 
the scheme of things. he Editor 
Covington, Ky. 

Onions to TAO for inventing the 1 6/7 
pitch (May, p. 161). According to my 
arithmetic a 5 1/3’ coupler used with a 
2 2/3' stop yields a 1 7/9’ tone, which is 
the pitch corresponding to the ninth = har- 
monic of the 16’ series. 

Orchids to TAO for the new look. The 
improved layout and other changed features 
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~ Dubert Dennis 


M.M. 
TEACHER — CONCERTS 
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Paul H. Eickmeyer = 
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certainly make Magazine twice as 
readable. 

When even seasoned professional organists 
get mixed up with stop pitches it is a sure 
sign that our system is unnecessarily compli- 
cated. Certainly it should make little dif- 
ference to the organist whether the longest 
pipe in the stop he is playing is 8 feet long; 
the important thing is the pitch of the 
stop. Although there are no doubt better 
systems it is highly improbable that we will 
ever abandon our system of 8’, 4’ and 16’ 
stop desigations because of the universality 
of their use. But I am going to suggest 
a better method anyway. 

Stops could be assigned a pitch number 
corresponding to the natural harmonic of that 
pitch. A unison manual stop would have 
1; the octave, pitch 2; the twelfth, pitch 
3; and the fifteenth, pitch 4. The tierce, 
larigot, and septieme would have pitches 
5, 6, and 7, respectively. A 19-22-26 mixture 
would have the pitch numbers 6 8-12, which 
tells much more about the mixture than the 
customary IIT. 


your 


series would have a 








Stops of the 16’ 


| —_— wer 











fractional pitch number with the denomina- 


tor of the fraction being a 2. 16’ stops 
would have a pitch number Vy; the 51/' 
quint would have a pitch of 3/2; and the 
pedal tierce would have a pitch number 5/2. 
As for the stops of the 8’ series, the numera- 
tor of the fraction is the number of the cor- 
responding harmonic. A mixture composed 
of 8’, 514’, and 4’ ranks would be represented 
by the sch number 2-3-4 over 2. Similarly, 
stops of 32’ and 64’ pitch could be repre- 
sented by pitch numbers % and \%. 

The beauty of this system is that one 
can recognize an unfamiliar pitch immediate- 
ly. For example, in a recent issue, TAO 
printed a stoplist which had a 4 4/7’ pedal 
stop which was so unusual that the editors 
felt it necessary to explain that its purpose 
was to strengthen the 32’ series. If its 








THE OGDENS 


GEORGE DAVID 
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Grace Cathedral 
Palace of the Legion of Honor | 





Organist-Director 


Mt. Lebanon Methodist Church 
3319 W. Liberty Ave., Pittsburgh 16, Penna. 





sore San Francisco _ California | 
‘Horace M. Hollister 
Mes. M. Cora Conn Redic 
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gan Department 
ST. JOHN” ¢ LUTHERAN COLLEGE 


Winfield, Kansas 





























Robert Elmore 


CENTRAL MORAVIAN CHURCH 
Bethlehem 


Harold Fink 


Recitals 
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CHARLES 1. FINNEY 


A.B., MUS.M., F.A.G.O. 
Chairman, Division of Music & Art 


HOUGHTON COLLEGE 
Houghton New York 


Norman Z. Fisher 


M. S. M. 
Organist and Choirmaster 


First Presbyterian Church | 


Tenafly 
































Shreveport, Louisiana 














_ Harry H. Huber 


M. Mus. | 
KANSAS WESLEYAN UNIVERSITY 
University Methodist Church 
Salina, Kansas 








WILLARD E. RETALLICK 


Boy Choir Specialist 
ALL SAINTS’ CHURCH 
Providence, R. I. 




















August | 


MAEKELBERGHE 


Detroit | 





WILBUR H. ROWAND 


| University of Alabama 





| Tuscaloosa, Alabama 























Harold Mueller 


F. A. G. O. 


TRINITY EPISCOPAL CHURCH 
S. F. CONSERVATORY OF MUSIC 





San Francisco 


J. Sheldon Scott 


Organist - Composer 
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| THE FIRST CONGREGATIONAL CHURCH 


Steubenville, Ohio 
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pitch is given as 7/4, one knows without 
doing any arithmetic that its pitch is that of 
the seventh harmonic of the sub-octave series. 
I'm organist and choir director in a small 
church with a volunteer choir and no trained 
voices. I plan to build a 3-rank with pipes 
salvaged from a 2m tracker action recently 
replaced by a Hammond. The church let 
their old instrument go for years without 
servicing or tuning, then wondered why it 
was unsatisfactory. 
William Layne 
TAO thanks Mr. Layne for his observing 
eye as well as his kind words. His sug- 
gestions for changes in stop nomenclature 
(see TAO June, p. 197) sound not unlike 
those who would change the placement of 
letters on the typewriter, probably will have 
no more success (and this has nothing to 
do with inherent worth). We would be 
interested to learn if the organ Mr. Layne 
plans to build will include his own ideas for 
stop names. The Editor. 


Oberlin, Ohio 

TAO for May just arrived. Glad to get 
these on time once again . . . also like the 
improved format and I think the open 





WILLIAM SELF | 


St yo 


Fifth Avenue at 53 Street 
New York City 











| Phillip Steinhaus | 
| All Saints’ Church | 
Pontiac, Michigan | 











~ Rebert M. 


‘Stofer 
M. S. M. 


Organist and Choirmaster 


hee Presbyterian Church 
Dayton 2, Ohio 














Charles Dodsley Walker 














SAMUEL WALTER 


ST. JOHN'S EPISCOPAL CHURCH 


Stamford, Connecticut 

















| ° 
harry b. welliver 


dean, school of music 





millikin university 
decatur, illinois 














G. RUSSELL WING 


M.S.M. — Organist & Director 


FIRST METHODIST CHURCH 
Corpus Christi, Texas 


ALEC WYTON 


M.A. i (Ozer) FRLO. 


Organist and Master of the Choristers, 
Cathedral of Saint ras the Divine, 
New York 





























ALASTAIR CASSELS-BROWN 
Associate Organist and Choirmaster 
in the Cathedral of St. John the Di- 
vine, New York, this young Englishman 
carries to the right of his name M.A. 
(Oxon.), F.R.C.O. He is one of TAO's 
staff writers, reported on several AGO 
Convention events, reviews New York 
recitals for the magazine. In what little 
spare time he has, he composes, and 

right well indeed. 


spaces help things. Reading your letters 
to the editor section really prompts this: 

Page 17, columns b and c. In a properly 
designed organ both brilliance and top are 
built into the design and voicing, without 
need for super couplers. I feel that it is 
better to include a full complement of coup- 
lers, and I would even add some that are 
less often seen, than it is to restrict the 
number of couplers in the console. Every 
organ builder is at the mercy of organists 
the minute he leaves his instrument and what 
even good organists can do to an organ 
through improper use of couplers is fan- 
tastic. It suggests an analogy with the mod- 
ern automobile. We have great power under 
the hood for certain times and places where 
it is needed or for smoother operation, but 
we don’t zoom off with wide open throttle 


SUBSCRIBERS WANTED for Cinema 
—Theatre Organ Digest, Monthly 
Periodical on Movie Organ History, 
Specs., Unit Organ Data: etc., $5 per 
year. Al Miller, M'haha Sta., Box 5035, 
Minneapolis 6, Minnesota, U. S. A. 








PIPE ORGANS, INC. 


(Successors to Alfred G. Kilgen, Inc.) 


2124 W. Jefferson Blvd, Los Angeles 18 
Republic 2-0111 














THE INSTANT-MODULATOR 


SEVENTH EDITION JUST OFF PRESS—Keyboard 
modulation from ANY key to ANY OTHER at a 
glance—INSTANT, COMPLETE, and MUSICAL. 
Used by organists and accompanists in ALL 48 
States. An amazing time-saver for the busy 
organist! Price complete with Instant-Finder Slide, 
$2.25—absolute MONEY-BACK GUARANTEE. 
THE MARVIN MUSIC EDITION 











260 Handy Street — New Brunswick, 





on a crowded city street. Similarly, we have 
couplers, and even great power, in the modern 
organ, but we ought to know how and when 
to use them. 

Regarding high pitched mixtures in a 
dead room I have learned this one the hard 
way: im general, one should put a live organ 
in a live room and a dull organ in a dull 
room. A dull room is not sympathetic to 
excessive brilliance and wide pitch spread; 
a live room is much more so. A live room 
ennobles thin, or brilliant, or high pitched 
tone. A dull room makes even thick tone 
sound thinner. Larger scales, less brilliant 
voicing treatment, more conservative pitch 
spread seem to produce more musical results 
in dull rooms. 

It seems true that some of us keep reach- 
ing out for more power and greater pitch 
spread and brilliance in some already capable 
instruments. It often seems to me that this 
is because what is there is not quite properly 
done. I have played some older organs with 
none but unison couplers in which the in- 
tended full organ had fullness, richness, depth, 
warmth and brilliance in enough quantity 
and in the right proportion to satisfy and not 
to leave one hunting for more. 

It is also interesting to observe that in 
proper organ design the divisions really can 
and do stand by themselves without requiring 
the support of others. The couplers then 
really come into their true position, which is 
that of providing a wider range of effects 
than would be possible without them. Too 
often they become the cement needed to bind 
collections of voices together. In a good de- 
sign this can be useful, too, but not a 
necessity. This is basically why I like to 
think that one can build the essential sound 
of an organ into the Great, and Pedal, and 








~ Heinz Arnold | 


| F.A.G.O., D.Mus. (Dublin) 


Stephens College 
Columbia, Missouri 
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Paul Allen Beymer 


WA-LI-RO | 
Boys Choirs 


Christ Church, Shaker Heights 22, Ohio 














Richard Keys Biggs 


Blessed Sacrament Church 
HOLLYWOOD 


Address: 





6657 Sunset Blvd., Hollywood 
| 














SETH BINGHAM 


Teacher of Church Musicians 
F.A.G.O. Mus.Doc 
Music Department, Columbia University 


School of Sacred Music 
Union Theological Seminary 








921 Madison Ave., New York 21, N.Y. 
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JOHN COZENS 


CHURCH OF THE ASCENSION 

for its 1957 annual anthem competition asks 
for a work suitable for Trinity Sunday. The 
music should be in the contemporary spirit, 
for mixed voices, with organ acompaniment ; 
solo passages may be used. Winning work 
will be awarded $100, and will be published 
by the H. W. Gray Co., Inc., on a royalty 
basis. Judges will be Vittorio Giannini 
George Mead and Robert Tangemen. En- 
tries must be in the mail by March 1, 1957. 
Address: Secretary, Anthem Contest, 12 West 
11 St.. New York 11, N. Y. Copy should 
contain composer's pen name only, his real 
name being enclosed in a sealed envelope 
with the pen name on the outside. 


ANTHONY DONATO 
was named winner of the fifth annual award 
contest of the Mendelssohn Glee Club with 
a work titled “The Sycophantic Fox and the 
Gullible Raven.” Judges were Salon Al- 
berti, Ernesto Barbini, Alfred Boyce, Mar- 
shall Bartholomew, Carl Deis, Clarence 
Dickinson, Theodore F. Fitch, Jr., J. Bailey 
Harvey, Ladislas Helfenbein, George Mead, 
Douglas Stuart Moore, Cesare Sturani and 
Peter Wilhousky. The next Mendelssohn 
_ Glee Club award will be offered for the 


7-58 season. 


AGO PRIZE ANTHEM CONTEST 
sponsored annually by the American Guild 
of Organists presents to the winner $150 of- 
fered by the H. W. Gray Co., Inc., for the 
best anthem for mixed voices. Judges: 
Vernon de Tar, Robert H. Elmore and Jack 
Ossewaarde. Manuscripts, with either nom 
de plume or motto on a sealed envelope, 
must be in AGO national headquarters, 630 
Fifth Ave., New York 20, N. Y., not later 
than January 1, 1957. 

FRANKLIN B. HUNTER. 
was one of the five winners of the Oppor- 
tunity Fellowships for 1956, awarded by 
the John Hay Whitney Foundation. A 
graduate of Oberlin College, Mr. Hunter 


will continue study at Syracuse University. 








HOWARD KELSEY 


Washington University 
SAINT LOUIS 5, MO. 








The Choir of St. John Evaaeticaly 


Lutheran Church, Toronto, Canadas 
presented to its choirmaster a matched . ‘ 
and initialed set of brief cases recently) 
as a token of appreciation. Mr. 
Cozens resigned the post following, 
his recent appointment as condyctdr 
of the 12-year-old 125-voice Tosdite ™ 
Philharmonic Choir, and of the newly>"~ 


i Ehvinity Church, Boston 
4 


: ica 
Stponce FAXON | 


ry BOSTON UNIVERSITY 
ae | 








Edwin Arthur Kraft 


MUS. DOC. 

Organist and Choirmaster 
TRINITY CATHEDRAL 
Cleveland, Ohio 
Head of the Organ Department 
Cleveland Institute of Music 











formed Toronto Valerius Choir, a 50- 
voice group of Dutch-Canadians, spe- 
cializing in early Flemish music. He is 
conductor of the Tallis Choir and Civil 
Service Choral Society, also secretary 
of the Canadian Musical Council. 


that after this has been established, everything 
else is for fun. 
H.D.Blanchard 








Maurice Garabrant 


| 
M.S.M., F.T.C.L., MUS.DOC. | 
| 
| 
| 
| 


Organist and Director of Music 
CHRIST CHURCH, CRANBROOK 
BLOOMFIELD HILLs 
MICHIGAN 








CARL F. MUELLER 


Minister of Music: First Presbyterian Church, 
Red Bank, N. J. 
Founder-Conductor: Montclair a capella Choir 
Conductor: The Apollo Club, 

Asbury Park, Bs 


Residence: “Overlook Acre,” 
25 Fox Hill Drive, Little Silver, N. J. 









































ASSOCIATE ORGANIST AND CHOIRMASTER 
CATHEDRAL OF ST. JOHN THE DIVINE 
THE CATHEDRAL CHOIR SCHOOL 








(WHELAN 6 Alfred Greenfield | | Cloude L. Murphree 
| BL ANCH ARD Honorary Conductor F.A.G.O. 
| Ornmnin lore ek li a cs Univesity of Florida 
Pomona College George mee College and ven Wank posse . e 
| Claremont California Americas Building. “Radio City, —_ ie 
| ) 
| | 
Alastair Cassels-Brown| | JOHN HAMILTON PHYLLIS PINTO 
M.A. (Oxon.), F.R.C.O. | Organist 


| Church of Jesus Christ of Latter-day Saints 
Wenatchee, Washington 


| Harpsichordist 
| Mgt.: OVERTURE CONCERTS 








Chapel of the Incarnation 


240 East 31st Street 

















Organist and Director of Music, The Brick Church; 
Director-Emeritus and Member of Faculty 
School of Sacred Music, Union Theological Seminary 


NEW YORK CITY 














New York 25, New York | || 4534 Dunbar, Vancouver 8, B.C., Canada NEW YORK 16 N.Y. 
Clarence Dickinson | | Frank B. Jordan C. _ Albert Scholin 
CONCERT ORGANIST Mus. Doc. —  Organist-Composer 


Drake University 


| Des MoINneEs Iowa 








raw PRESBYTERIAN CHURCH 


6800 Washington Avenue 
University City 5, Mo. 
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Church of 
SAINT MARY THE VIRGIN 


NEW YORK 


ERNEST WHITE 


Musical Director 


EDWARD LINZEL 


Choirmaster and Organist 
* 


For recitals by these players 
address 


145 West 46 St. — New York 19 








GEORGE WM. VOLKEL 


SAC.MUS.DOC., F.A.G.O. 


THE PRESBYTERIAN CHURCH 


WESTFIELD, NEW JERSEY 


Faculty, Schoot of Sacred Music, 
Union Theological Seminary, New York 


Organist for “THE TELEPHONE HOUR” 


Janet B. Spencer, B.A. 


Junior Choirs 


WASHINGTON CHILDREN’S 
CHOIR SCHOOL INC. 


FREDERICK W. SPENCER, Dir. 


P.O. Box 134 Washington, N. J. 


























Lauren B. Sykes 


A.A.G.O., Ch.M. | 


W. WILLIAM WAGNER 


Organist and C hoirmaster 


The Old Stone Church 


CLEVELAND, OHIO 


INSTRUCTION 


Pacific Bible College 
Portland, Oregon 


RECITALS 





























NATURAL SINGING 
AND 


EXPRESSIVE 
CONDUCTING 


by Paul W. Peterson 


A timely textbook that acquaints the 
reader with the fundamental principles 
of good singing, offers an introduction 
to advanced vocal techniques, and in- 
cludes a section on choral conducting. 


Mr. Peterson is Head of the Voice 
Department at Salem College, Winston- 
Salem, N. C. His book includes ex- 
tensive classified and graded lists of 
anthems and solos. 


156 PAGES $3.50 
JOHN F. BLAIR, Publisher 


404 First National Bank Building 
Winston-Salem, North Carolina 








ALLAN VAN ZOEREN 


West=Park Presbyterian 
Amsterdam Avenue at 86th Street 


GORDON YOUNG 


First Presbyterian Church 
DETROIT 


and the historic 


Temple B'nai Fesburan 


Broadway at 88th Street 
New York City 



































William H. Barnes 
i Dx 


Organ Architect 


Recitals 


Author of 


‘Contemporary American Organ’ 
(Six Editions) 

8111 North St. Louis Avenue 
Skokie, Illinois 




















PERFECT ORGAN 
CONTROL WITH THE 


ORGOBLO 


The modern pipe organ requires 
many variations of exacting electrical 
and mechanical controls ,the simplest 
being a remote control starter for the 
Orgoblo. 

Selenium type rectifiers provide | 
direct current for key action and for | 
all magnets and solenoids. 


Mechanical accessories include 
Spencer Air-Flow Regulators and 
mufflers which regulate the flow of | 
wind to the demands of the organ | 
and eliminate the transmission of | 
wind rush noise from the Orgoblo | 
to the organ chambers. Transmission 
of noise has been eliminated also by the use of special rubber and canvas 
flexible sleeves for pipe connections and felt pads under the Orgoblo. 

The organist finds the utmost in action, and control with dependable air 
whether playing with full organ or the softest stop played alone. And last, but | 
not least, the organ maintenance man testifies to the simplicity, long life, | 
mechanical and electrical perfection obtained in the Orgoblo. Ask for the 


SPENCER 





Spencer Orgoblo equipped 
air flow regulator. 
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(*See advertisement elsewhere in this issue) 


AKIN, Nita, Mus.Doc. 
3000 Hamilton Blvd., Wichita Falls, 
Texas 

ARNOLD, Heinz, Mus.Doc.* 


BAKER, Walter, Mus.Bac. 

31 West 69 St., New York 23, N.Y. 
BARKER, Cyril, A.A.G.O., M.M., Ph.D.* 
BARLEY, Robert* 

BEYMER, Paul Allen* 
BIDWELL, Marshall, Mus.Doc. 

Carnegie Institute, Pittsburgh 13, Pa. 
BIGGS, Richard Keys, LL.D. 
BINGHAM, Seth, Mus.Doc., 
BLANCHARD, William G.* 
BOURZIEL, Arnold E.* 


F.A.G.O.* 


M.A.(Oxon.)* 
D.H.L.* 


CASSELS-BROWN, Alastair, 
CLOKEY, Joseph W., Mus.Doc., 
COATS, Donald* 
COCI, Claire* 

Organ Studio,175 W.72 St., N.Y.23,N.Y. 
COKE-JEPHCOTT, Norman, Mus.Doc. 

Bluegates, Stony Point-on-Hudson, N.Y. 
COLBERT-LaBERGE CONCERT MGT 

105 W. 55 St., New York 19, N. Y. 
COOPER, Harry E., Mus.Doc., F.A.G.O. 

Meredith College, Raleigh, N.C. 
CRAIGHEAD, David, Mus.Bac. 

Eastman School of Music, 

Rochester 4, N.Y. 


DASH, James Allan, Mus.Doc.* 
DENNIS, Dubert, M.M.* 
DEWEY, Robert C. 
St. Mark’s Church, West Orange, N. J. 
DICKINSON, Clarence, Mus.Doc.* 


EDMUNDSON, Garth 
New Castle, Pa. 

EICKMEYER, Paul H., M.Mus.* 
EIGENSCHENK, Edward, Mus.Doc. 
Kimball Hall, Chicago 4, Ill. 

ELLSASSER, Richard 
Concert Organist 
Ellsasser Enterprises 
Post Office Box 1983 
Hollywood 28, Calif. 
ELMORE, Robert* 
130 Walnut Ave., 
FAXON, George* 
FINK, Harold* 
FINNEY, Charles H., M. s., F.A.G.0.* 
FISHER, Norman Z., M.S.M.* 


Wayne, Pa. 


GARABRANT, Maurice, Mus.Doc.* 
GARDEN, Charlotte, Mus.Doc. 

Sunnybrook Road, Basking Ridge, N.J. 
GREENFIELD, Alfred* 


HAMILTON, John 

22 N. Garfield St., 
HAVEY, Marguerite* 
HAYS, Robert Wilson* 
HENDERSON, Charles, M.M. 

St. George’s Church, New York 3, N.Y. 
HILLIAR, Edgar* 

St. Mark’s Church, Mt. Kisco, N.Y. 
HILTY, Everett Jay, M.Mus.* 
HOLLISTER, Horace M., M.S.M.* 
HUBER. Harry H., M.Mus.* 
HUTCHINSON, D. Deane, 3701 S.E. Haw- 

thorne Blvd., Portland 15, Ore. 


Wenatchee, Wash. 


JORDAN, Frank B., Mus.Doc.* 


KELSEY, Howard* 

KETTRING, Donald D., M.S.M. 
East Liberty Presbyterian, 
Pittsburgh 6, Pa. 

KRAFT, Edwin Arthur, Mus.Doc.* 
Trinity Cathedral, Cleveland 15, Ohio 


LINZEL, Edward* 
145 W. 46 St., New York 36, N.Y. 
MAEKELBERGHE, August* 
MARKEY, George B., Mus.Doc. 
42 Maplewood Ave., Maplewood, N.J. 
MARSH, William J. 
3525 Modlin Ave., Ft. Worth 7, Texas. 
MASON, Marilyn, Mus.Doc. 


University of Michigan, Ann Arbor, Mich. 


McCURDY, Alexander, Mus.Doc. 
546 S. Bowman Ave., Merion, Pa. 


MIRANDA, Max Garver,B.M.,M.A.,A.A.G.0O. 
136% Tenth Ave., N.E. 
St. Petersburg 7, Fla. 
MORGAN, Catharine 
705 Stanbridge St., Norristown, Pa. 
MUBLLER, Dr. Carl F., F.W.C.C.* 
MUELLER, Harold* 
MURPHREE, Claude L., F.A.G.O.* 


NIES-BERGER, Edouard 
Church of Messiah and Incarnation, 
Brooklyn 
Cond.,Nies-Berger Chamber Orch. 
63 West 55 St., New York 19, N.Y. 
NOEHREN, Robert, University Organist 


University of Michigan, Ann Arbor, Mich. 


OGDEN, George and David* 
OSSEWAARDD, Jack H., M.Mus., 
Christ Church Cathedral 

1117 Texas Ave., Houston 2, Texas 
OWEN, Frank K., Mus.Bac. 
St. Paul’s Cathedral, Los Angeles 17, 
Calif. 
OWEN, Robert* 


A.A.G.O. 


PERRY, Roy* 
PICHB, Bernard 
27 Forest St. 
PINTO, Phyllis* 
PORTER, Hugh, S.M.D.* 
606 West 122 St., New York 27, N.Y. 
PURVIS, Richard* 


Lewiston, Maine 


REDIC, Cora Conn, Mus.Doc.* 
RETALLICK, Willard E.* 
ROWAND, Wilbur H.* 


SCHOLIN, C. Albert, M.M.* 
SCHREINER, Alexander, Mus:Doc. 
1283 E. So. Temple St., Salt Lake City 2, 
tah 
SCOTT, J. Sheldon* 
SELF, William* 
SPELMAN, Leslie P., Ph.D., F.A.G.O. 
University of Redlands, Redlands, Calif. 
SPENCER, Janet B., B.A.* 
STEINHAUS, Phillip* 
STOFER, Robert M., 
SWARM, Paul 
P. O. Box 7, Decatur 60, Ill. 
SYKES, Lauren B.* 


M.S.M.* 


TEAGUE, William, Mus.Bac. 
St. Mark’s Episcopal Church 
908 Rutherford Street, 
Shreveport, Louisiana 


VOLKEL, George Wm., S.M.D.* 


WAGNER, W. William* 
WALKER, Charles Dodsley* 

Church of the Heavenly Rest 

Fifth Ave. & 90 St., New York 28, N.Y. 
WALTER, Samuel* 

628 Main St., Stamford, Conn. 
WEINRICH, Carl 

5 Evelyn Place, Princeton, N.J. 
WELLIVER, Harry B.* 
WHITACRE, Arden 

lst Presbyterian Church, Canton, Ohio 
WHITE, Ernest* 

145 West 46 St., New York 36, N.Y. 
WILLIAMS, Julian, Mus.Doc. 

242 Walnut St., Sewickley, Pa. 
WING. G. Russell, M.S.M.* 
WYTON, Alec, M.A. (Oxon.)* 


YOUNG, Gordon* 


PUBLISHERS 


JOHN F. BLAIR, 404 1st Nat’l. Bank Bldg., 

Winston-Salem, N. 
CHURCH MUSIC FOUNDATION 

(A Nonprofit Corporation) 

Paul Swarm, Director 
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THE H. W. GRAY CO. INC. 
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Harristown Rd., Glen Rock, N. J. 
MARVIN MUSIC EDITION 

260 Handy St., New Brunswick, N.J. 
SAINT MARY’S PRESS 
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CONSERVATORIES 
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Oberlin, Ohio 

WESTMINSTER CHOIR COLLEGE 
Princeton, N.J. 
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Gilman Chase 

3250 Euclid Ave., Cleveland 15, Ohio 
Rowland W. Dunham, F.A.G.O 

2660 13 St., Boulder, Colo. 
Jack Fisher 

901 Portland Ave., St. Paul 5, Minn. 


New York 25, N.Y. 


William A. Goldsworthy 

2331 State St., Santa Barbara, Calif. 
James F. Hunt 

4745 Maxwell St., 
Howard Kelsey 

12 Beverly Pl., St. Louis 12, Mo. 
Charles Van Bronkhorst, M.A. 

1216 Spruce St., Chico, Calif. 


BUILDERS | 


AEOLIAN-SKINNER ORGAN CO., INC. 
Boston 25, Mass. 
AUSTIN ORGANS, INC. 
Main Office: Hartford, Conn. 
CASAVANT FRERES 
St. Hyacinthe, PQ., Canada 
HILLGREEN-LANE & 
Alliance, Ohio 
KILGEN ORGAN COMPANY 
4362 W. Florissant Ave., St. Leuis 15, Mo. 
THE CHARLES W. McMANIS CoO. 
10th & Garfield Ave., Kansas City 2, 
Kans. 
M. P. MOLLER, INC. 
Main Office: Hagerstown. Md. 
J. H. & C. S. ODELL & CO. 
82-84 Morningside Ave., Yonkers, N.Y. 
PIPE ORGANS, INC. | 
2724 W. Jefferson Blvd., Los Angeles 18, | 
Cal. | 
CHESTER A. RAYMOND | 
44 Spring St., Princeton, N.J. 
REUTER ORGAN CO 
Lawrence, Kansas | 
SCHANTZ ORGAN CO. | 
Orrville, Ohio 
WICKS ORGAN CO. | 
Highland, Il. | 


EQUIPMENT | 


AUXILIARY CHEST for harmonic 
development 
J.H. & C.S. Odell & Co. | 
82-84 Morningside Ave., Yonkers, N.Y. | 
Console Light, see Murlin | 
Electric Action, see Reisner | 
Key-Action Current, see LaMarche | 
LA MARCHE MFG. CO., Key-Action Current 
9216 W. Grand Ave., Franklin Park, IIl. 
MAAS-ROWE CARILLONS, Chimes 
3015 Casitas Ave., Los Angeles 39, Calif. 
MURLIN MANUFACTURING CO. 
200 Block South Ambler, 
uakertown, Pa. 
ORGAN SUPPLY CORP., Organ parts & 
supplies 
540 East 2 St., Erie, Pa. 
ORGELECTRA, see LaMarche Mfg. Co. 
ORGOBLO, see Spencer Turbine Co. 
Percussion. see Maas Organ Co. 
THE W. H. REISNER MFG. CO. 
Action parts of all kinds 
Hagerstown, Md. 
SPENCER TURBINE CO., Blowers 
Hartford 6, Conn. 


MAINTENANCE 


CHURCH ORGAN CO. 

18 Walton St., Nixon, N.J. 
WILFRED LAVALLEE 

All makes ot organs tuned, 

maintained 

325 College Road, New York 63, N.Y. 
LOUIS F. MOHR & CO. 

2899 Valentine Ave., New York 58, N.Y. 
Jv. H. & C. S. ODELL & CO. 


Detroit 14, Mich. 


rebuilt, 


Harry Edward Odell, complete organ 
service 

90 va aaa Road, Yonkers, N.Y. 
YO 5-2 


CONSULTANTS 


BARNES, William H., Mus.D 
8111 No. St. Louis Ave., 
HAGGARD, Paul N. & Co. 
P. O. Box 685, Oklahoma City, Okla. 
MILLER, Robert R. 
3204 Raleigh St., Apt. A., Dallas 19, 
Texas 


ELECTRONICS 


ALLEN ORGAN COMPANY 
Macungie, Penna. 
BALDWIN PIANO CO. 
Cincinnati 2, Ohio 
ELECTRONIC ORGAN ARTS 
4878 Eagle Rock Blvd. 
Los Angeles 41, Calif. 
MAAS-ROWE CARILLONS 
3015 Casitas Ave., Los Angeles 39, Calif. 


Skokie, Ill. 
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ROBERT CARR CHAPEL 


TEXAS CHRISTIAN | 


UNIVERSITY 


FORT WORTH, TEXAS 











Even an organ of moderate size when 
designed, constructed and _ installed 
properly, can prove extremely effective 
in the performance of all types of organ 
literature, and when used by a discern- 
ing organist, such an instrument can be 
capable of satisfactorily fulfilling ser- 


vice and recital needs. 


It is most gratifying to us to note 
that so many leading organists have 
made such statements concerning this | 


installation. 





THE REUTER ORGAN COMPANY 


LAWRENCE, KANSAS 
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SEPTEMBER 1956 


May we lighten your hinden 
pe play Sunita Claus for you ? 


4% of the finest things 


you can is is to give 


a year-long present | 


Our gift subscriptions 
go with a gay holiday card 


and with your name hand written 


Just fill out the form below 

and mail to us, with your check. 

Subscriptions are $3, one year — 
$5, two years 


rs ss se es ee es ees ee ee ee 


THE AMERICAN ORGANIST 


39 Kensico Street 
Staten Island 6, New York 


Name of person receiving gift 


City Zone State 


Your name as you wish it signed 
Gift Subscription Available to December I 
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Tone is the true measure of a pipe organ’s greatness. Only by 
1 | actually playing a Wicks Organ can you know the fullness of 
és | | tonal quality, the richness of expression that a great pipe organ 
7A iene | can give to your music. 
It takes three “ingredients” to create the magnificent tonal 
Of some world far from ours triumph of a Wicks Organ: 
Where music and moonlight and feeling E . ik 
. quality materials 


” @ time-prove S 
Are one. time-proven methods 


All of this goes into every organ built by Wicks .. . one of 
America’s largest and fastest-growing pipe organ builders. 


Percy Bysshe Shelley 
Would you like to judge for yourself the difference that a 


Wicks Organ can make in your playing? We will be glad to 
arrange an opportunity for you to play one of the latest 
installations. Simply write: 


~ 
” 


| 
jon She S ie 
GOLDEN ANNIVERSARY O/ ye Tove GC OD ie ©) 


Ni IA 
YEAR ii \y 





WICKS ORGAN COMPANY «¢ HIGHLAND, ILLINOIS 





| ae a wv : re ee el es nies =_—_ >= 





